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999 330EM ]Md0b gogM(3g9EmgQdObo Eo doLbsgmoab MogobgdqM]Ogdb, ob939, Lobgemdbogmg- 
dob BqmBqQMym ImmGo3zob, bobgmdboy3m bLobegMgdab bojgombb ws IMogombdosbo 
AHMs@03ogdab JgeoMgdnmn JAgLbog@ob og yomgdmmdob. grmMesbs dmsamggnhds (bgm- 
dgon) BsGdmoeanbs AmbbLybgdo ,3memngmbayMo LobymagHim bodegMs, GmamMH3 gMm3- 
bya Ed MQMogaNMa WIR3aMgbmdgd0b Laddmenm: bemmg039d0 bgMdgado", Mmdgmda(3 
gobaba@ms Lamdgado d3bm3gMgdo Leamge3gdab wosdmgow@gdyemgds bogymoma IMogomb- 
dosbo LobymagHm Aygbagob dIodomMam. Bmbs ~amdndg’d (sgbGMns/bsJsMnggem) Imbby69- 
dodo yJoMaggema gdMogemgdo 396sda — doma BMsw@ai3agda Eos 06 aMo(309" (3(36ermo~o 
CoazaboGos JoMmygqemon gdMogemgdob BymBqMaymo (36m3gMy7d9 3gbodo, ag~modoMoj3o doom 
dog SHMsea3agdob dobobgabs wo dodenbsM) obG aMo ayo 8Mmr3gbgdob dobobgd. 
JHabGgh aMagbb-ImengMab (~esbns) Ambbybgd0b ,,gmjgo~@yMo BmeEmngmbns byMab&obdo% 
dobobo ay Lod3mbaydob dLIgZ6gmydabLMgab a99(36— sgmobgmoab od Mga0mbob Jmogomb- 
dosha &Mo@(30960, MMdAQGMA(3 dmMeEmM EMMb gnbmdgbLazme~mmagdab ene obHyMgbLb ob- 
393. agg-Sbavy emagbs ws dey-Aysb jomb (Rabgoin, Gsngs6a) ImbbLybgd0 _,sSmemagmboxyMne 


Mybywsb bymbydos 
10 amb9d ymMe@obos 


aq dImbaymbaymo sdabgdab Lodeagms?" gdmgbgdme@s Gsag06ob ghm-ghmn sdmMoa960 
8mdoab — odabgdab 3gm3oemyM HMs@o3agdb. L8g3oemqMHo Mgdoboe@do dodm3boma sme~m 
AImbLyb7d0—_,®Moeagayemo IAMogombdosba Lodegmab JgILMymgdeEmdob BxNM3e~9g- 
do s@bsbgmdo* BsMdmow@anbs IsMnbs ggnynbsdgd (boJsMnggem), GmdIge@ds(3 obowydMo 
oBbobjado boembyMa Loaynbem dgdLMyAmMgdmmdob aL®MMasdo JoMaggmo cmomHhdomab 
dn 3%) Mmenyob dogM dgGobo~ Egmambyg. adbab dab (Rabgo, Gs0g960) Lob &j6em dmb- 
bgbgd0 — ,dMogombdosb ds doaMms3agdda — qMonghagegdoMa ImMsgombdosbmdobs wo 
o0b bomboab doams3agdb dmmab“ dgg69dmeo ARobgmab IMogemMa3bmMg06o AMmMBZbqye~o 
d30M|LMdgd0E96 gHa-ghaob aL®MMoyemo dagMs3agdab gogmgbob AMogoe~mbIosbmdab 
gZob3gameMgd0b9. 


23 badGgddMob 80%3ge~m0 Lobos Jogdmgbs AMagombdasbmdab bmase mgmGnsbs ces 
A-ha goem4yM-ghorg 80349 sb3qqGqob. JgMmemonb samgemab (gaea sMaGsbgo) Imbby6gdo0b 
y8MMQmbas, MmamM3 Lodyomgds wo HMMsa: MmMaMM ,dqdomdb* Immoagmbos 21-g 
boa gabgdo" (3968 Momo mgdo aym MmobsdgeMMg9 Jbmaxmamda dodenbsMy IMogombdo- 
SKmdobs6 CEsgo3dOMJdyemo 86—M(3gbgd0. m3d3d asdabmbosd (LoJoMnggem) ImbLybgdsdo 
rogMmembab LadomBa3yMo aobb’rmdam|dgdo GHMow@a3o0qm Agbogsda“ oboqdmMs SHMoe@o- 
(309 Igbazedo SsqMemboab asdmgmpbob mogabgdyMgdgd0b dobob gd. Babm (3a(gadgacmab 
(oghGMogmas/bsJomnggem) ZdIML3Mo ,LoG®MQMa0emem Lad~egmMs, greg Goma 3yomGymg- 
d0 Ed L4gbmdMago God" gdrgbgdmeo LoboygoMyA~mm bLodmgmab ag6gbobb ymemg4Goymo 
ZIMBYQM dabo Ed d3073MH0 Ldgkhmdmoago Hodgb Mage ymbGgoJbSdo. 

L3g(300E]MHo Bobgma JagdmgZbs ydsMoryem RobsbygMgdb aqgMdobanbk Gy39ms d96939d0- 
36 (1916-1918)*. dobb9q FomMdmeEggboema oym bybsb GKnamgMob (agMdsbns) ImbbLy6qd0 
pogmmoaboab gmbmaMsdsMagabs eEs mdamoabob bLobgmdbaym gmbbyM3g0GmMaob gham- 
demngo BHmgdGob* dgbobgd ws babm Bs3odadob (bofsMnggem) Imbbybgd0 ,,o~4j@omfobo- 
BgMgJd0 Ed DzDLMAMAdeEngQd0 dgMerobob QBMbmMaMosdsMJagaobs ws Mdo~moabab bobgmdbo- 
RM BmbbyMZ0GmMaob ghamdmng 8Hmg48do", MMIAgeEda”Z RAM Bmb3zMAZBymow@ aym 
gZobbamama o6Q3mMMds(309 dom dgbob9d. 


Iqo@@ab Lgboo dagdm3gbs GMseayayen 8memagmbaab Mggambyem L8amgebs wo dy- 
bags g6sb. Lad3s sMmdabs (b9gGs6aqoin) Co 3memM gseng3mb (gb3sbgon) 94amd~m030 
33079306 dgrmga990 oy BoMdmeagboema dom Ambbybgd0do0 ,agemomoab ImbsbGMob fobom- 
53900, Lowaw@gdmgdo es Logsmmdmg|da: |mMMI9d0, gor~mmgdn, BoMdmbayy~mo MMasbo- 
%5(309" (Ambbyby9d0 oM Odg4~gJdo O3GmMydob obm36no). Mn3M 33356399 (LoJomnggem) 
BoMAMs@aabs AmbLybgQdo ,G®Moeogayemo AMogombdosbmdob msbsdj9@MM39 deamdoMgm- 
do sMdmbogmgm LofJomaggmmb Innsbgndo (2012 Bgemb wxydgnob Msombdo fobgMamo 
dobocmob dobg00300)”. 329 Sabsm3o (as38m6no), HmdgM0(3 9339 I9MM{e@ CoMbeEas mdo~mo- 
bob badimbay9%], Mogob Ambbybgd9d0 ,dqMeEmMbob BoMdmdemds: AmbgGosemg IAg7LHZ0M] 
Igbogmbgdob, MmammH3 sqMembab godogM3g9emgdemgdob aLArMoyqema MHmmo" dggq(39@5 
Cogbsdymgdnbs ay@obG3o0Mbyq JgdLMymgdgmo debyGoomg Agbagmbydob Imbsbomgmds 
LogoMaggemmdoa dsyMombab go3M(3gmgdodo. 

emoab dme~mmb mdamobbs eEo sdd-b dImMab gondoMms b8gi300~mqQMo ,,bgo080b” 30~@9- 
mbgbos, GmIgmb|(3 SMxQEM BgGenda (34d) oboydMo ,y~xyHboe Musical Quarterly-do (Ne 47, 
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1961) gZodeggyogoyomo LGoGoab dgbsbgd: gmdg6GoM 60 AMEa~MmM|m sdgMa3zob ob~eogm@- 
MS IMmMagQmbosby bobg30M0 boy 3~ybob dgd@Ia". 


Agaombym LAomgdab mgdob, HMowaygoqmoe, bLodsmbaydob Imbbybgdgd0b y3qemro- 
9 IAG Momegbmds Jogdeg3bs. 24 boJ®gdIsMob eomab bobo 33mg 09039 mgdoGoj0m 
BoaMdgmes. ans d9msdgae@ds (LagsMaggem) sHImse@anbs Imbbybgd0 3093 gMoo aoM- 
9H 960 89Mameab dgbobgd JoMayen AyqbogomyM cbMmgbgdsd0", Mmdgemdacz_ oboydMs 
JogoyMag@sb MamagayM 006MmM3z69d0b] agow~sbgmob MogabgdyMJd9d0q bofoMmsggemdo. 

Bnbm goemsbesdg-IsbsMsdab (LofsManggem) ImbbLybgdsdo ,IMo3Z0~™bdosba 5bMm3Zbg- 
do: qby39G0 JoMayema &Mo@0(305 (8me~039%39 bHdqmogobsa06 hobgMomo boasmmdeng- 
dab dsgsmamdg* bobasbdqemos (36mdoma JoMaggcmo (893% 90) Imd~mM|Memabs ws ~m- 
dsoMab Mgo6emo bLodgaMgemmdo HMos@a3oqmoa 3ymByMob (3M Bgbmoew@ dgbsbg0b boJdgdo. 

Bsnns @9396mbad9d (bofJsMnggemm) ImbbLybgdodo ,ofoMymo boe@yma bodegMgeob 
3MI8BMdBa(30NMA ES EMddSHNMAdqMa MogabgdqMJd0b0 (Lodagmbo dob 3Hmdemgdo)“ 
AgbogomyMa sbosmobam Wosbodyoms bseyMdo Lodgmboddob, MAmamm3 Iybogomym- 
bosbGm36m Agameob oMbgdmdo. ~sngs MsfhiaybsaGJ-gofnbag6y9d (maGgs) ImbbLy6gdodo 
sgobegbo maSg3yMa dhogombdnsbdo: GHosmammanaabs wo HIMIobMEmMaoab bogambgdo" 
gZodm3bo@goqm mgdobg aboydMo abGmMayemo AobsbgMgdob Joasmamdy. bsoen bgMg- 
MgIMId (0d EmJZ96 39d53nd9d (LoJsMnggem) ImbbLybygdsdo ,JoMaq_mn HMow@og3oyjmo d3a9- 
MomMoagob dgbobgd" GoMdmo~anbgb Msdegbadg bemab dqdomdab dgegagdo qgobobg6gm@ 
bsbb JoMaggmo dgq3bagMgQdab as(3bmagqgemgdyenn godomab Logobosb — Jomanmo dygbogzob 
Bymdobasb (@o393d0MJ600. 

Agagombymo LHamgdob sMmde~mgdob gdegbgdmes dgdega, bgbosbg bsMImMeEagba~mo 
bob&g6e0m Imbby696950(3 Babm MsBdsdob (bsJoMnggem) ,,doJmo, GmamM3 80630bob bg- 
Moab JobSgdob oeEg68mdab gsdmdboG3qemo", gamMan 3M9gq90dga~ab (bsJsmanggenm) ,,dmo- 
B30embdosbmds LodBmgoMasMgm J(3bmM3gMgQd0 f3g6gdqMId0b AybogomyAM RmmgmmMdo", 
Enbm Bsbgndgagmab (bofsMnggem) — ,Mgmoagngh- 3 y4mByMyqmo yrbammdIg{Ms80 wegem- 
RBmabbysMmda (jgob9a00)* @s mgmbs ~amdbsdab (bafsMnggem) ,bogm3bemob bob doom- 
mmagds JoMagqem dgnbozomyH Qm~m3e~mMdo (sege ©d dobasb Es303dOMyZdyem0 MOGy- 
oemgdo)*. 


Loob&gMgbr aym Lgabos, MmIgma(3 90039 CMgL dgwas wo Jogd~mgbo AMsgoembdno- 
Emdsb bs 3Mog09H Aba gsdo. bobyd9H d9g0MMgId (sbgMdsng96n) LoOMIMo@|nbs AmbLybgdo 
pIMMQMbaNAMa HyJbo30b dgbobgd cbgMdsogyobyem Ayroddo", beam sdeyms 3398- 
8d (agMdgon) — ,rgqMgnob omdmbsgemgm DIogob%egobs8oM amb obLAMyIF6Gyero IMo- 
30mbdasbo RmmygeamMamoa Aybogo". 


26 b9aJ&gddMab Camab Lbegmdo dagdmzbs IMsgoembdnsbmdob Lobeyemaghim Aybagsdo. 
968m IMMgenad (aGsemas) Mogobo godmbgms mgdsb] ,36gd0b 330Mob GMsea(30%jem0 
IMo3Zoembdosbds LoMenbosdo* bogymoMo Qamdgdab 3Ms—9958 960M aosd~enweMs. bgn- 
IMG (g2nJa) gg96aqmsdgagmds (bogoMaggemm) FoMImo@anbs Ambbybgd9 dejo Lowyg~Vbggdo0b 
JoMagmo Ed A3OM38qQm~mo AMogombdosbde: Hsd~@gJb099 soMo~Mg|mo", HmMIge@dA’3 Mog0bo 
CIdNemgdgdo0 dgbodsdaba AgbogomyMo dobomoab CE_gdIMbLAMoM {dom Eoobsdqmo. Imbsbo- 
m99dd5 Amabdnbgb Isao bybasdgagmab (boJsmMaggem) Imbby69d9 ,,JoMayeo bog3egbom 
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gZommedab Bg8oMo HMse@a(300b Igbobgd". Isenbsd gMiJg96ndqd (LajsMnggem) bsGImowan- 
Bs AmbLZbArS ,,JoMaqen Lodygba3m Lab&JIo (Imzeng Iodmbaenge)“, GmIgerdo Bobs bod- 
8MbaNIQdaL Dbasgboe, LogqmoMo o3ybGogyMo B3mg30b dgc@ga,960 boMdmo@anbo. ob939 
mogabo dhogombeasbo dhimdab jo~@g93 gMamo ob3gJ4Go Fomdmow@anbs babm gn (3boems- 
399 (bsgJsMnggem) Imbbyb69d0d0 ,,gMao bLodygbogm sboe@mmanab Jgbobg9d omobg 398Mobob 
Mbdbymgds5do g56doHH7d02 BAMzEMgbomzb Cos@Mbmbobs Oo BmoGMbyGabs Ra~mmbe- 
g300bsa3b. 


HMoMM Ambbybgd9 Dogdmgbs MgdgdL GHMseagayena es 8Mmagbaye~n Agbags ws 
DQILMyemgdenemds, gobsrnemgds. 30M39m0 BsMdmsegnbs H|Mgbns 3°93Mmgds (bmMyZ98 09) 
ImbLybgdaM ,QAmemgemMoab gomgdg6G d0 AgbogomyM byemmgbgdodn: 0396 JoG q&oh-Mmb- 
yJamgob (1880-1960) LoQmMB 38006M bobsMdmMgdgd0". bream dgmMJ mgdobyZ asdmgo~@s 
36s 8amBMmgbyo (Sme~mbBgoin) ImbbLybgd0M ,,8m3-bodEagMgdob AMsgoembdoobo oMsbynMge», 
AMamMGH?3 bLobbsgmm dobomo. dgnmemmmangmo 8Hmdmgdgda, 8mMos4Gogqmo dmbsdM9- 
3900 99MH3 AMA Bob dgdm{dgegdob dogomam'dg*. LaddmboyIby obg39 FoMImeEagbomoa 
a9 beagm 3m AMagsdob (bsfsGnggem) Lob&j6eEm AmbbLybgd9 ,,JoMayemn GMsea(30%4Je0 
IMoZ0emMbdnsbeds Ed sboe=masbHeméds (Leyame~manyMa 5330M%39d0b daw Ja900)". 

90039 EEML asadoMms IMa3Zomo Dogo~@o Imen, gabsydMem syMembdg. 030 Josyo3- 
Cd EM. AdBSEMn bAd(3Mgb3ab (9dd/Mxybgon0), IMBsba~gmds don~mgb badss smd» (b3e3%36- 
390), 9edd 349656599399 (sdd/Meghgara/ysbsbgain), ambyd yrMesbosd (sgh 4Moe@ns/ bajom- 
39cm), Lsb-yd9M d5gnMegsd (sbgM%dsng96n), 5d3d asdabmbnsd (LaJsmMnggemm) wo Lb3. 

@ob3360m Lgbosdg dgxod~@o Laddmdbaqdob Aydomds Ed godmam]30 bodImds3~mm 
byM3gomgdo. Lad&mbaqdob Lodydom gbs, GMo@a3oabsdgdM, JoMayemn Eo obamoabyMo 
aym. Ambsboeng9dd0 L8g30Em Moe s@badbgb Lod3mbaydob ImsMadbygmoms Kaygab do- 
Moma BHMgagbombse~moddo. 


25 baJGgddgMb, BymBqmyemo 8HmaModob Erb, Lodsmboadob Imbsba~mggd0 9630- 
3696 d3gma BgemomommMagbgob | smobbmgymob 3mm@gdo b9339m Jomo) qaRcmob3obgb, 
Lo@o(3 9Z0EMMdMHnZ0 Ed W(3bMgEm0 IrdAM|Mengdob Imbsba~mgmdam Dgbobadbs30 |me~3- 
MMMyema 3Mb6(39M Ha aoadoMms. 94039 Lomsdmb mdomabab bobgmdbagm gmbbyMm3o0Gm- 
Maab 4/30] WoMdsbdo Jgwao gnbmaMogaymo Qamdgdab egdmbbLA®Mo(309. Lad3mboydob 
AImbobaenggddo Bsbgb boda sbo~ma gnbmaMogaymo gamdoa, sdomasb MMHo M939 938™- 
H7dd0 BsMdmsegobgb — MgbsGer AmMgemab (aGseas) 55 Gxymosbo Ro~mdo by G76 zMMHO4 
(ax96e00); 369d0b 330M LobGqemybyMaxqdo (LoGenbos)* ws yam bgd8ab (b9Q3Ms6agon) 
25 Bycmosbo 93M5,996Go0 WoNbMyamgdgmo QamMda~@sb ,d3g0;339°MON\Ema OMeE@~ — 30 Ee~rob 
49993. Lod3mbayd%]J obg39 bohgg6gd0 aYym g3g89Me 8abL&Magob wes damMb MonbssMe- 
Gab (a94dsEn9) LH {mI Ae Moyosbo Qa~mdo ,3mmogmbos — o~mdobgmob dogoby9djem0 bI9- 
do". 

Lod3mbaadaob gRoMacmgddo gmbbyMZoGmMaob Cow Ed d(30M%] ~CoMdsbgddo bsMmdme- 
A960 bs3mb(39MH~r 8HmaMods, AMaAMM(Z y3gmmB3ab, WsHgZoMMMemo oym. Jobdo dmbo- 
Bogmgmde@bg6 dgdbMmymgdemgdo, MmMamMH3 LofoMaggmmb Lo6gs~@obbgo0 3ymbo~@ob [gengbs, 
dmoengana (sfoMs), 3gbgenm, IMogsemysdagMn (35b6g01n), c~50dm3b3 sbbsdo (896 3abab bymds, 
gbgonn), RomMAimBby-9, dgronbgMs (Lsdgamgemm), msaydIges (bgs6g01n), dmembgemo, 330Mne (439- 
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dm JsMagn)], obg mdomoab Ho sbboddmyd0 (Ssbasba, Inngdn, seag~gn, as~amba, daMinsbo, 
sboemaybengdn, ndgMn, Loosb3m, Pn~amMn, Jomayomm, ds3bsds~@o, bsbamds, ~egd0 amamdey- 
Ggdn, mdag~maba, s6habbs Ga). Cow Jo~emgMgdom jes godm3yma A3q60 bodsmboydob 
JMamaqma IgqQMdMHQd0 oZgbGMomongsb — sbbsdd~mgd0 36m LeyGgena, amMoboa, Igemdym- 
Bab Jomogyenn axybeon, mfGmb bsbdaba, Gmdmgd0733 Lod3mboqdsd@Qq ombyd yrmMeobosb 
IQA oYMAMdAM Lgobgmb L&qjIMMdeE696, Jgd~@ Ia, 30 Mognsbaa asdmbyemnm aobbo3qmmg- 
Sema genggMa dobdobgb bLoddmbaydob CEob336om Lomsdmb. ~Ca~wo o68gMgb0 aosdmobgos 
bLodimbaqdob b3g(300eyMo L&qyIMgQd0b — Ayy-aboab 3yemByMabs ces bgemmgbgdab gayoob 
(Rabgorn, 8s0g96q) asdmb3emgdd5, GMIQMIS(3 Ho0g96gemo sdabgdob 80Mg3g9m dbo 3me~3- 
mmMoab bLyMbgemgdo0 dgoamdbmdnbs dAbLdIgbgm|db. LodbyboMme, 43Mosnbsdo DodenbsMg 
8AM (3g9Lg9d0b aodm qzMoob yma Bam yrMsern 39M fodmgoe@o LHAma dzdo~@agbemmdnm, 
DLAgogEMIS dam YRMM FdIMZOyMo@ doo~EmM SMamb bgmddegebgmob myAw@dams bdmMMHm- 
gL3000b @o dobo Jomoadgomab dagh dgbMymgdqmo mMbdnsba 4y3Ms0bye~mo Lodegmgd0. 

25 bad GgddgMb, gqmBqmymo emab dadega, ymbobyM3go08mMa0b woe womdsddo 
Lod3mbaydob 9Ma-gMM asdIMMAgqma bo~msdm agsndoMms Lobgmbme jdm ,Jomaymo 
ImG)039d0% — Lobgemdbagm g76Eds 675305 (m3H305) GS sbbLodIdmIs ~wnegmMa (bsjom- 
39M) CoMIMo@anbgb gMamde~mngo 8MemgdGo — ,JoMa qm BMowog3oqmo Iybogob 
4m 8039009" 9d MHo greg GBogabomgab dgfdboag~mo moG3gagma ymd3smbaGmMydob bsbom- 
Imgdgoo, dgbMqmes Jomaqmo boembaMa LodmgMgdn3. Laddmboyddo Ca~n 06H gMgbo 
gZodmabgos MmamMM3 gnbmdgba3mmmagob damMob, aby goMam Lobmasemgdsdoa. bod3m- 
Gada RMame dqdreogomes &jerg3g0d0sbs Co Mo~@omdo. 


3R304Mmdm, VI Lad&mboydds 3a~eg3 gM Jbodgbg~mmgobo gNM(39m~m0 fobgMo dMo- 
30embdasbmdobs@do dadmg3zbamo beghmsedmMabe bad8&mbaydgd0b ob&mMosdo. 


Mab ycosb 646-4dn5 
0mb9d ymRigsbos 
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FROM THE EDITORS 


The Seventh International Symposium for Traditional Polyphony was held in Tbilisi on 
September 22-26, 2014. The symposium was held under the patronage of the President of Georgia, 
Giorgi Margvelashvili. Organizers of the symposium were the International Research Center 
for Traditional Polyphony of the Tbilisi Vano Sarajishvili State Conservatoire, the International 
Centre of Georgian Traditional Music, and the Folklore State Centre of Georigia. Sponsors of 
the symposium were Georgian Public Broadcasting TV and Radio 1, Georgian Patriarchate TV 
Channel, Georgian Chanting Foundation, the Journal Music, Studio “Mravaljamieri”, the Embassy 
of Latvia in Georgia, Bank Rietumu and Cultural Capital of Europe Riga-2014. 

As always, the symposium attracted active interest from the international ethnomusicological 
world and was conducted in an atmosphere of constructive dialogue. The opening and closing cere- 
monies of the symposium were held in the Grand Hall of the Conservatoire, and scholarly sessions 
were conducted in the conference hall on the fourth floor of the Conservatory. 

In our collection the papers are presented according to the topics of the symposium, in the 
order they were presented at the symposium. 


In order to have time for all the presenters, the first two sessions of the symposium were held 
before the official opening ceremony. So on September 22, 10:30 A.M. the first session started. 

Very much like the 7" Symposium, the first session was dedicated to the special theme of the 
symposium: Traditional Vocal Polyphony and Ethnic Minorities. The session was opened by 
Joseph Jordania (Australia/Georgia), who presented a paper “National Minorities, Traditional 
Polyphony, Cultural Policy and State Borders”. The paper discussed the traditions of polyphonic 
music of national minorities, the state of study of their musical legacy, cultural politics of the states, 
the issue of state borders and the need for the comparative study of polyphonic traditions. Gordana 
Blagojevié (Serbia) delivered a paper entitled “Polyphonic Sacral Singing as a Symbol of National 
and Religious Minority: Slovaks in Serbia’. In this paper she discussed the attitude of Slovaks 
towards their polyphonic church music. Nona Lomidze (Austria/Georgia) in a paper “Georgian 
Jews in Vienna — Their Traditions and Integration’, gave a live picture of the cultural life of Geor- 
gian Jews in Vienna, discussed both the preservation of traditions and the ongoing process of inte- 
gration. The goal of the paper “Vocal Polyphony in Nuristan” delivered by Christer Irgens-Moller 
(Denmark) was to present the polyphonic traditions of this region that generated so much interest 
among ethnomusicologists over the last few years. The presentation by Yu-Hsiu Lu and Shu-Ch- 
uan Kao (China, Taiwan) “Is the Song of the Amis Polyphonic or Monophonic?” was dedicated to 
the musical traditions of one of the aboriginal tribes from Taiwan — the Amis. The last paper of the 
special topic of the symposium was delivered by Marina Kvizhinadze (Georgia), “Notes on Per- 
forming Traditional Multipart Songs in Abkhazia (Abkhazeti)”. The presenter provided plenty of 
information about the input of Georgian choirmaster Dzuku Lolua in the development of the choral 
performance of Abkhazian traditional music. A poster presentation by Yixin Bi (China, Taiwan) 
“Polyphony in Migrations — the Interrelation between Polyphony and Migrations of Yi’ discussed 
the influence of migratory processes on the polyphony of one of the many national minorities of 
China — the Yi people. 

The first session of 23 September was dedicated to the theme General Theory and Musi- 
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cal-Aesthetic Aspects of Polyphony. The first paper of the session, presented by Caroline Bithell 
(Great Britain) “Polyphony as Tool and Trope: Theorising the “Work” of Polyphony in the 21st 
Century” discussed the processes that permeate the choral movement of the contemporary world. 
Tamaz Gabisonia (Georgia) presented a paper “Semiotic Dimensions of Drone in Traditional 
Music”. He discussed the peculiarities of various forms of drone in traditional music. The paper 
by Nino Tsitsishvili (Australia/Georgia) “Love Song, Collective Cultures and Sexual Taboos” 
was dedicated to the origins of love songs in the complex context of collective cultural norms and 
stringent sexual taboos. 

A special panel session was dedicated to the topic Georgian Recordings made in German 
War Camps 1916-1918. The panel included two presentations, from Susanne Ziegler (Germany) 
“Joint Project of the Berlin Phonogramm-Archiv and Tbilisi State Conservatoire” and from Nino 
Nakashidze (Georgia), “Audio Recordings and Performers of the Berlin Phonogramm-Archiv and 
Tbilisi State Conservatoire Joint Project” which provided more specific information about the re- 
cordings. 


The midday session was dedicated to the topic Regional Styles and Musical Language of 
Traditional Polyphony. The results of the joint research were presented in the joint paper by 
Simha Arom (France) and Polo Vallejo (Spain) “Refrains, Exaltations and Hymns of the Gelati 
Monastery: Forms, Modes, Harmonic Organization” (the paper is not published at the autors’ requ- 
est). Otar Kapanadze (Georgia) presented “The Contemporary State of Traditional Polyphony in 
the East Georgian Mountain Regions (Based on Materials Recorded in Dusheti District, 2012)”. For 
Kae Hisaoka (Japan) the paper “The Origin of Drone: The Historical Role of Wandering Paired 
Pipe Musicians as Drone Mediators” was the second presentation at Tbilisi symposia, and she put 
forward arguments for the role of wandering bagpipe-playing musicians in the dissemination of 
drone polyphony in the vocal music of Georgia. 

At the end of the day a special Skype session was organized between Georgia and the USA. 
Bruno Nett] (USA) discussed contemporary perspectives of “Concerning an Article in Musical 
Quarterly Vol. 47 (1961): Comments on North American Indian Polyphony a Half Century Later”. 

The theme dedicated to the Regional Styles and Musical Language of Traditional Polypho- 
ny, as always, received the largest number of papers at the symposium. Gia Baghashvili (Georgia) 
presented a paper “Another Turning Point in Georgian Musical Thinking” where he discussed the 
transition from magic to religious thinking in Georgia. In a paper by Nino Kalandadze-Makha- 
radze (Georgia) “Polyphonic Thinking: an Uninterrupted Georgian Tradition (Based on the Exan- 
ple of Chants Performed by Polikarpe Khubulava)” underlined is his input in preserving Megrelian 
traditional polyphony was discussed. In a paper by Natia Dekanosidze (Georgia), “The Compo- 
sitional and Dramaturgical Peculiarities of Acharan Helpers’ Songs (Naduri) (Problem of Sym- 
phonism)” it was suggested that collective work songs Naduri are based on the thinking method 
of symphonism. Daiva Raéiiinaité-Vyéiniené (Lithuania) presented a paper “Lithuanian Multipart 
Singing of Recent Origin: Issues of Typology and Terminology” where she discussed the problem 
based on the historical recording of polyphonic songs. The joint presentation by Zaal Tsereteli and 
Levan Veshapidze (Georgia) “On the Georgian Traditional Scale” was dedicated to a topic the 
subject of great activity among Georgian ethnomusicologists in recent years — the system of scales 
of Georgian traditional music. 

The problem of regional styles of traditional polyphony included several poster presentations 
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as well: Nino Razmadze (Georgia) “Dzikr as an Expression of the Identity of the Kists from Pank- 
isi Gorge”, Giorgi Kraveishvili (Georgia) “Polyphony in the Musical Folklore of Chveneburebi 
— the Georgians living Abroad”, Nino Naneishvili (Georgia) “On the Religio-Cultural Conglomer- 
ate in Dedoplistsqaro (Kakheti)” and Teona Lomsadze (Georgia) “The Tree of Life Mythologema 
in Georgian Musical Folklore (on the Poplar and Rituals Associated with It)”. 

On the same day another interesting session was held: Polyphony in Instrumental Music. 
Sanubar Baghirova (Azerbaijan) presented a paper “On Polyphonic Techniques in Azerbaijani 
Mugham’” and Abdullah Akat (Turkey) presented a paper “Instrumental Polyphonic Folk Music 
in the Eastern Black Sea Region of Turkey”. 

The morning session of 26 September was dedicated to the theme Polyphony in Sacred Mu- 
sic. Renato Morelli (Italy) enriched his presentation “Traditional Polyphony in Sardinia for the 
Holy Week” by a showing of sections of his own film. Svimon (Jiki) Jangulashvili (Georgia) pre- 
sented a paper “Georgian and European Polyphonies of the Middle Ages: Several Parallels” where 
his ideas on the topic were supported by musical evidences. Symposium participants also heard 
the presentation by Magda Sukhiashvili (Georgia) “On the Oral Tradition of Georgian Sacred 
Chant”. Malkhaz Erkvanidze (Georgia) presented a paper “Georgian Musical System (a Short 
Review)” where he, as during the previous symposium, shared the results of his acoustic studies. 
Similarly, a new aspect of her multi-year study was presented in a paper by Nino Pirtskhalava 
(Georgia) “On a Musical Analogy in Ioane Petritsi’s Composition /nterpretation of Proclus Dia- 
dochos’ and Plato’s Philosophy’. 

Single papers were included in the sessions Traditional and Professional Music and Perfor- 
mance, Education. The former was represented by Terezija Cukrov (Croatia): “Folk Elements 
in Art Music: Piano Works by Ivan Mateti¢-Ronjgov (1880-1960)”, and the latter was represented 
by Anna Piotrowska (Poland): “Multi-Part Arrangements of Pop Songs as Educational Material. 
Methodological Problems, Practical Considerations Based on Marek Grechuta’s Oeuvre”. Also 
presented was the paper of Sopo Kotrikadze (Georgia): “Georgian Traditional Polyphony and 
Youth (The Results of Sociological Observation)”. 

On the same day a Round Table session, “Let’s talk about Drone” was organized. The 
session was chaired by Izaly Zemtsovsky (USA/Russia). Among the participants in the session 
were Simha Arom (France), Alma Kunanbaeva (USA/Russia/Kazakhstan), Joseph Jordania 
(Australia/Georgia), Sanubar Baghirova (Azerbaijan), Tamaz Gabisonia (Georgia). 

During the final session of the symposium the work of the symposium was summarized and 
suggestions for improvements of future symposia were shared. The working languages, as always, 
were Georgian and English. Symposium participants specially acknowledged the high profession- 
alism of the translators. 


On September 25", the day of the Cultural Program, symposium guests visited Uplistsikhe, the 
First Millennium BC Georgian city carved in rock, where a memorable concert with the participa- 
tion of local and foreign ensembles of Georgian music was organized. 


On the same evening a session of ethnographic films was held at the Recital Hall of the Con- 
servatoire. Symposium participants saw three films, two of them presented by the authors: Rena- 
to Morelli (Italy) introduced his new 55 minute film “Su Cuncordu (The Choir): Holy Week at 
Santulussurgiu (Sardinia)”, and Hugo Zemp (France) introduced 25 minute excerpt of a work- 
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in-progress film “Swiss Yodelling — 30 Years Later”. The feature documentary film “Polyphonia 
— Albania’s Forgotten Voices” by German filmmakers Eckehard Pistrick and Bjérn Reinhardt 
was also screened. 


During the symposium the Grand and Recital Halls of the Conservatoire hosted a rich pro- 
gram of concerts. Among the concert participants were ensembles from various regions of Geor- 
gia: Elesa, Kobuleti (Achara), Keselo, Mravaljamier (Kakheti), Daimoakhk Aznash (Pankisi 
Gorge, Kakheti), Chkhorotsqu, Bedinera (Samegrelo), Lagusheda (Svaneti), Bolnela, Kviria 
(lower Kartli), several ensembles from Tbilisi: Basiani, Mtiebi, Adilei, Ialoni, Dziriani, Akha- 
lukhlebi, Imeri, Satanao, Didgori, Kalgulo, Shavnabada, Sakhioba, Gogochuri Sisters, Tbilisi, 
Anchiskhati. We want to specially thank our good friends from Australia — ensembles Utskho 
Suneli, Gorani, Melbourne Georgian Choir, Golden Fleece. Before the start of the symposium 
they, led by Joseph Jordania, visited Svaneti and during the symposium they gave our concerts a 
special feel. Symposium participants were very delighted to hear the special guests of the sympo- 
sium — the Chu-Yin Culture and Arts Troupe from China, Taiwan. They brought with them the 
true feeling of the Taiwanese authentic polyphony of the Ami people.Unfortunately, because of 
the political situation in the Ukraine, the trio Korali did not all manage to arrive, but the audience 
was responded emotionally to the performance of two-part Ukrainian songs by the trio’s leader, 
Liudmila Zborovskaya, and her daughter. On September 25", in the wake of the cultural program, 
the Grand Hall of the Tbilisi Conservatoire hosted a very special concert under the name of “Geor- 
gian Tunes”. The Latvian state choir Latvija and the Georgian ensemble Didgori presented a joint 
project, of the works by Latvian authors specially composed for these collectives and based on 
Georgian traditional tunes. 

The symposium generated keen interest among both ethnomusicologists and the wider com- 
munity. The symposium was widely reported in the mass media. 


The 7th International Symposium for Traditional Polyphony established another important 
international step in the study of the phenomenon of traditional polyphony. 


Rusudan Tsurtsumia 
Joseph Jordania 


OMOLNGCNILN 8AZVIAN IMOBONbANSEMS9 Vo 
JAMBEILN JIGNMILMSIdN 


TRADITIONAL VOCAL POLYPHONY AND 
ETHNIC MINORITIES 


p+ | 


M1LIS IWM6LSE605 
(SPLGGHILN5/LSISHOIGIN)) 


BOGNMESTIEN VICNMILMSISN, LSTbIMN IMd3NNbINSEMS5, 
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Logdomabas gmabgem donbi3 aow@sogmma yyMsEMg|dam Mgoem0 JbMyxmamdo IMogocmb- 
dosbmdab gogMi3gmgdob, Jgsdhbg93m, MMI AMogombdosb GHMs@a300ms ~wow@o boboe~mo 
LOmMIe Bs3ambsemayM qdyaMgbrdgddos go3{M(3g9e~mgoq~mo (ymMeoboo, 2006, 2015). obg- 
Mas sabgdab AMogombdosbmds os3mbasdoa, Godg®gemgdob wo 30e@g3 25 bs3ambsemyMHoa «yd- 
(30M 7LMdab AMogombdnsbmds ARobgada, byAMobGHobgmgdab IMogombdosbmds ogmsbgmda, 
BmmMMNbLaL s@egZammdmMngo Jobm3gMgde~mgd0b dhogoembdnsbmds abe~embgdbosdo, Gsog306bob 
daagmoa qd3aMgbmdgdob dhogoembdosbmds, Body sbs~mo agobgab donogma &mdgdab 
IMogombdosbmds, sMagbSobab AMea~mm|mab Imngmo abweagmo &mIgd0b dhogombdo- 
o6mdo od o. J. 

Mo Ado qbeEs, 0% aJbgdo LbmMHa g9dGy3a(3MM, Mmd AMogombdosbmds g03M(39™9g- 
Syemas Jomemme bs3ombsmyM qd(3aMgbmdgddo. oMab dagemoa Moga Jggybgdabo, bows(3 
IMogoMbdosberds ao3gME3gmgdyemos Aggybob daMamseE Imbobmgymedsdo. sbys, dogomamse, 
LogoMaggemmda, do~myebgmob Msde@g60d9 Jggyobsdo, bosomab LodbMgmam dwegd0M] 093- 
MHagqe Jggy6godo. owyd30, bBmaxgh ofo(3 dgadhog30 bgIMa bsbbybgd0 896~eg6(300: Joa- 
MOMS, IMsZoeMbIosbrdam (36mMboE~M oMMagye~r J3gy6g9dda(3 yo Jgnbodbgds dhogombdo- 
o6o0 HMse03agdab gobbogqnMygdqemoa bademagMy bs(3amboemym qd(3aMgbmdgddo. sbgmos, 
dogomomese@, 803999d0b Co dqdIg76gd0b LomE3oHo AMogombdosbmds, MHmd~mg|d0(3 69(30~- 
Bom d30Mgbrdob BoMdmo~@ag6g6 (396GMoemyMo Eo LodbMgm oyMogob Msde@gbodg 
dggyo6sdo. 

IMogombdosbmdob bo3ombsemyM I(3aMgbmdgdb ImrMob BoMame ao3gM3gmgeob 
LoobGgMg7br Qo Hb Im3y39d0 IgmMHy, sdxgmMoe, 9339 LodbyboMmr god Ga: IMogombdo- 
o60 HMseag3agdab dgbbogmob 493 Jggyobodo oH 94/3930 Lomsboem yyMsemgds, ‘bmasb 
30 gb 139MM boghameE qyyMoe@MmMgdmess JaGmggdqemo, Mo(3 Adob 8oMeosds0M0 JgZeEgA~, 
Amd Lodbmaseme, Ing~m Mog J3g46gddo bogambsemyMa d(3aMgbmdgdob BymGymg- 
dab dgbbogmo of oMab ofSyomaMa. A3gg60 bergg06e@gmo bod3smboxydob mgdo8ogodo dg- 
IMBobagma gHmgbyem O(3aMgbmdome IMogo~™bdosbmdob mgd0(3 LEmMM|@ 9d 8Mmdengdab 
gZooJGoyqMgdob obsbogh dobbow. 

Agdb dmbbg69d0d0 Msdegbodg qMangMag@sjo3daMgdqy~m bo3ambdg 3gaboydsmgd. 39%- 
Ime, IMogombdasbdob y3g9MQd0b agmaMogQoay_m@m bGM0G0gy039(30909, IMsgoembIosbmdab 
©d BsgambsemaMa qdRZaMgbrdgdab as3gM3gemgdab ymMymo300b dogb9d%g, IMogoemb- 
dosbrdab EM|go6egmo go3M3gmgdabs Co LobgemIbng\m Lobe3Mgdab 8memoGogab ob&m- 
Hage nogabgoyMydgobo wo IMsgombdosbmdob BMse@a3agdob dgbbsgmodo Jg~@oMgd0m0 
Igomeab aodmygbgdob on (3o0mgde~mmdob9. 


(1) Ahsgo~mbdnasbBmdab m365dgEHMgq L8M3Gngn3d(305 IMsgaembdnsbmdab ag6ygbabab 


dadba 
IMogomMbdash GHMo@aizooms gogM(3gmgoob, yIAHgL dgdambsgqg0do, 0M of3b bo(30m- 


aMb Ad ymMeobns 
JO JOM 


Boma (s6 mdmdGg0) bobosmo. ggdme, dbmgmomb IMo30~m Myaambdo IMogembdo- 
S60 GM9E0(309d0 JMMAZ9M ,06GJMbs(3ambsmyM DhHogombdosb yemobSgqMgob” Jdbos6 — 
goabbgbgm, Jogomamse, IMszoembdoosbo GMos@a30gd0b MogdIMyMo joggobosdo, dom yoe6bgn- 
do, 06 LodbM m-wobo3mgm Robgado. 99 d939(3—900, IAMogZoembIosbmrdob aogM3gmgeab gb 
MogabgdqMgdo og6bbs dhogombdosbmdob agb6gbabob mogabgdymgdam. 

a99e@0 dodgh, Mmd boddmdnyjIb] ~osdLbM] gnbmdyba3gme~mmagdob bobo~ds donb:3 
a(30b A980 AmbsBMgdo adob dgbobgd, md IMogoe~mbdnsbmdo oM BoMdmo~@agbb gMmbIdoo- 
Bmdob Logndgqmd9 boMIMdImda~ 96 ,asdmamboem™ agnsbegem Bq_mByqnyqm Imgmgbob. 
0d 39M, HMd AMogom™bdosbmMds 4339 Caw@o bsbas 030%39d9 Iago IbmMemomb dobdso- 
dom (ymMeobos, 2006, 2011). gb gRoJGo 9% AgGy3ggemgob IMogombdnsbmdob agosbegemo 
boMIMdImdab HM |mMMoaab LoboMagde~mme. Ergobomgab 9339 da~mgdqemns, md IMogombdo- 
s6md9 g9Ma Mmdgmndg gMb oH omdmafigbos. daxybg~@o30e@ adobs, Mmd IMsgo~™bIosbmdab 
EM|L sMbydqQemo BMMdIgdab Rodmysmnadgds wos ~CsbgZ965 AGS bo wogogdaMygdvyemos 
LOmMge seEaammdmMng, gmAm3Zbqem (wo Aga,0mMbyem) IIMGBYMyom HMs0309dM96, Mgom 
IMsZoembdosberdob, GmamM3 Bg6mMAgbab aohgbs as(3amgdom WRMM ImMHgyqe@, 38%9-ob- 
AoMogem boMbyemb yyogdoMe@go0. 

A990 dmegmab dabj@3om, dMogombdosbmds sesdosbab g9gmMemy(30qMo asbgam0M)- 
dab seEM yr 98989 dg0Jdbs SybgdMag0 aow@oMAggab do~mgdob ImJIge@gd0b Jgw@gace. 
IMogombdosbmds aym f3g960 babsdIMgd0b gyboJmremmaanMa gmmosbmdab, RayoyMa o- 
300(330L5 ~s Mog@obbdob En~gn bLob&gdob dJgdow@ag6gmoa bobae~o. sdob dobsbgd dgao- 
demasm oba~ma figdb baab9ddo (ymMeoboo, 2006, 2011, 2014). bdsdomom, Ha Gdnemoco 
gogMansbydqm Cs wCobmbsbbyMo BoMdIMbagdaM aoxQMgdqQe~m bLodegmeb, bLobJMmmbyem 
RAIYBIMO (3g330bM06 gMaoe, dg8yo3ze@o figg6a ImMgxyemo Cobosomo gobbbgo39d4yem ambg- 
dM03 dEaMdMymdsdo, MMAQGMb(3 dg ,bLodMdmMerm SHMobbo* 34y6m~@q. 0d I~amdoMgmdsdo 
030 9MoMH aMdbmde@s 03 daodb, 9M(3 Hygogomb eo dabmgob xYaygRob Gg3gMgdabo Eo ob- 
mmdemgdob aowoMhgbs 43MM doadgbgemmg0b6a beEgdme@s, 30EM] Lo3gymoMa Magabo. bo- 
dHdremm G®Mobbob deamdoMymds (3g96HMomyAMo ayo Aggbo dImMHgyem0 CobosMgdabomgab 
IHo3gomgdaboao6 Mogab wobs3og0@ Eo bog3ggd0b Ambodmggdmoe. 

LommMge@ sdob dgw@gans, Md mdda Eo Lobs~oMME dodogemo Jdsdo39(39d0b Imbsb- 
agmgmMedsbh MoGyomynM (393390 eo Ladegmgddo qboggMbomyMo bsboomo ofgb dbog- 
mamb GMos@a30qm Lobmas@mgdagddo. obgmo MaG®yomgdob eEMMb a33mgd0 IgdHdm- 
mab LymagMa IeamdoMgmeds, domdo Xangxqho gAmosbmdab dyaMdbgdo MMaybo3b mo- 
amgqma dmbobamab mgamao@oMhgbob obbSobJ Hb. sHdmemob bob GHoSpoe~mayMo (3939306 
09 Qd3Zg9m~mgb G®Mowa3osb adegboe@ demagMa y9b3960 of3gb, md og0 EMMbs3 (m(36o~@- 
ad. 99 HMseagasbh A396 363e@gd0M sMsdoMBm oJo-oJ JgImMAgboa~ BmdmdMag bodm- 
3EMJdg9ddo, sMsdAE CEMgZr6a@gm0 ALyogQmamb Yy3Z9mob]7 MobsdIFZEMMZ7@ smgqM3om 
dgmdMgQdb dmmMobsi3. 39%dme@, sdgmMag3g9moa wos Lbgo wobo3gmyMa Jgqy6gd0b Lodmdme~mm 
Boboemgda b9d33EMM-bLoba3m(3be~mm = wWogoe™mgd0bg Bobgemob bab bdoMs@ o8oMgd96 gh- 
Mmdcmng0 (39330b w~s bLodegmab bLgsbbydb bdodsmsma Agbagab msbbargdom, Ma(3 dg- 
SHdrmgdb LodHdmemm Lymabyg3gnmgdob dJoGgab. sdab dgbobgd dJgandmosm oboa~mma yxm- 
Bomsb 8agbmojob qomMmgboe@ bonb&gMgb~ bogbdo ,,bdagm0 Lodobby: Ayqbogs gMoyob md- 
do“ (Pieslak, 2009). 

og qVoMyboga IJMogoembdosbmdab, MmamMHi3 GHMsbb-gqymBqMmymo gBgomdgbob 
a@ Job Ed ZaboysMmam AMogoembdosbo HMoea3agdob go3gM3g9emgd0b bgdIma smbodbye~m 
MogabgdyMgdobg9. MmgamM(3 369—03m, aZo]gb Log ndgqmo gngaJHmam, md IMsgoembIdoo- 


BogambsemMn 9(3aMgbmdg60, bombyMo IMogo~mbdosbmdo, 
IIMAQMAYQEMa Memo G39 Ed Lobgmdbogym bsbm3M%gd0 23 


Bmdo oMoab o~sdosbab g3memy(304MH BoMbyemda dg4dbomo dggmagbo dmgmgbo. IMogomb- 
dosbmdsd ~Eoabyr dag dbmyxmomda mobeomeb gofMfmds dob dg%g, Mo(3 IgGy3gemgd0d 
dg(3g2MmS SEM] sMbydqema AgbogomAMa 3mduybogo3as. IgGHyggmgd0b] gowobygmo, m- 
3M 3 Robb, ImbeEo Lbgo@obb3o EAML Lbge~@obb3go Mgaombdo, Mobo IJg~@ga0(309 IMogomb- 
dosbrdab EMPZsbeEgema sMamobsdsMa ao3MH39mgdo. ober 30, dI3Z9(392EMM, Zobgabo~mMa 
bogombo, my Ms dgademgds aymb adob dobgbo0, MMI IMsgombdnsb HMs@a309Md CWowo 
Boboema dgdmMAgbomos LommMge@ bs3ambsemyM —d(3aMgbmdgddo. 


(2) AMsgoembInsbmds ~s Bs(yambseryMin ~yAGaMgbmdgdn 

adoabsmgob, Mmd sgbb6om AMogombdosbmdabs ws bo3ombsemyMa qd(3aMgbmdgdob 
3MHJM(308, IMEOM, 30093 FAMbIE asgabbybmMm, Hmd HMoea3ayjema IMogombdosbmds 
MbEsMsb o30Magjdo Jage~m Ibmemamda. LEmMMje 0d Jodgbab god~m, AMogombdosbmds, 
AMaMGH’3 qd3ggmgba dmgemgbo, dqbgdMngoe@ J_IIMMAQSS agmaMogoyqmo@ y3g9mb9 793- 
AM ob’memaMgdqe~m Mgaambgab. gboo dgqmo BymBqMamo &Mo@o30gd0b, dggmo g6gdo0b, 
d3gcmo dsammmaanMma xadgdab dgdmMfgbob bmasw@a agmamMogayqma gobmbdomdagMQd0: 
ababo dgdImMMAgdo9b6, qsoMagemgb ymgmabo, LEmMm|e@ dbmyxmamb y3gqmoby] 3yWR3Mm dbgemoco 
dobsmb693, dogo Mgaombyddo. Amgmgwe Gmd 3gmJ3Zom, IMsgoembdnsbmdab 38Mg-absm- 
Mayen ag6q baba ws dabo msbesmsbmdnon 539Ma39 SMab AMsgsembdnsbmdnb dbmgymoamb 
ABmEMnM{d4IEH MgaQAMb|ddN (CEM|Z>6—EgEmn B93M(39Emgeab JasgoMn dndq%dn. 

gaba3gnMa qd3aMgbmdgdab ab&mMos ~Es domo EQdMaMosgQayema bGMGg3039(300 
sommaagm Lamemb agohiggbgdb. aogabbgbmm, Mmegbs3 sbommo, EsdsyMmdgma dm- 
bobmgmds dgdmeab 9339 weobobmgdqem GyM0GMMa0bg, dggmo o38mJombqmo dobob- 
mgmds, AmammM3 Egbo, mMsbesmsb sbodamaMegds sbs~mdmby~ Imbobmgamdsdo. d3qgcmoa 
Imbobemgmds go(30~Mgd0M YRMM LygQMmo@ JgdIMMAgdo 09 Myaombgdda, bow@s(3 4WRm~ 
dogemoo dobgmo-dmbyms. sbgma Mygaombgdns, Jogsmoms@, domoqma Imgd0, 96 &yosbo 
dobag3960, shes gaybdymgdn. obga Mga0mbgddo, MramMH3 Bgbo, dabgems-debymo(3 4R3%~ 
gZodbyemgdyemas Cod 36MgMgQdab 8oHMdg9d03 YRMM Mayemos. LEMMI@ 94, AImMaAMsQay\em 
obmemMs(308dO BZgQmgboe@ obsbgdo d3gqcma og SmJombyMa Imbobmgmds wo domo gxy~m- 
HAMAMa BMseay3agdo. Jgbodsdobse, sg8mdJambyMn d3qemo Imbobengmdo(3, IMsgoenb- 
dasbedab Abasgbse, aqmamsgaymse dbyemse@ dabsmb93 Mga0mbyddos IgdImMAgEaErn (ob. 
939039 Nettl, 2005: 324; Sachs, 1940: 63-64). 

LommMgE 9d MMO BoJGmMob ImJdge@gdab dgwegans, md IAMogoembdosbmdo(3 ~o d39- 
ma Ambobemgmd3_ JHMM AqmMaMog_aymoe@ dobmmaMy|dqye~m Mgaambgddo sMab g03%(39m~9g- 
demo, 06, RM BybGoe md 3m J3o0m, dgdmMmAgbaemo. 

dgbodsdoboe@, Mygo f9do Mmdgmodg grmgao dgq3~@9d0 gMmbdIocbmdam (36mdo0~@ 
Jggyobodo smdmofiobmb y3gmobomgab (36md0 obs~moa dhogombdosbo &Ms@a309, dg dob 
B4MAg3@00 KIM goMase dgabbogmmb od Jggqy6ob RobagyMo My3o Wo YyMo~@mg|dom Jm- 
dgd6mb doygemo dansba, 06 &yoobo My9aQ0mbo, sbes gaybdyemo. Hy Jggyobodo obgmo Mg- 
gamba dmnbosbgd0, 99 dob LEmMg@ of 349A g30@0 boggqmg] gdb3ge@a3o0ab Imbymdob, Mo~@aeb 
IMogombdosbmdob 3mg6ob y3gmobg wa~a dobbo dob LEmM|@ sbgm doyg0e Mga0mbdo 
gJogeo. 

S33GMJombo bombgdobs Es IMsgo~™bInsbo HMs@a3agdab dxIMMAZbSL agmaMogo- 
jms abmemaMydym Mygaambgddo 30-Eg3 gMao bonbHMgbm dgwegaa Imsy3q9d0, Mobq(3 
dabes Imgmge@ dg3ghgMeag. LoydsoMos Lobgmdbagm LodmgMgdab aogmgdob memnGo30b9. 
dabeEs aodmgam]3go ImbsdMHJSo, Gmd aLAmMoqmoe sMbygdqmo bLobsd-gMmm 8mmoogP~, 
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BoM 33g embaemoe, ,qhodoMam~ms* IMogombdosba ws o3GmJombo boembgdob 06 g%gbg- 
dob dadoMon. 


(3) AMsgoembdIns beds, Bs(gambsemyMin +99(3aMgbmdgd0 Cs Labge@mdIBngQm bsbm3gM%Jdn 
00 Mgd0bq LoydMab wobygdabomgab aosgabbybmMm 3mb3Mq78qemo dgdmb3q30, 390- 
Ime, obeEmggMmdgmydob Jgdmbygms dgqmo, sMo-nbeEmg3gMmdsyemo dmbobmymdom ~wobob- 
MIS J738MHMBodGo. daybg~@o30e@ odobs, M~md gb bobamdemago Es Mama 8Mer(3g9bo ay~m 
©d, daybg@og0e adobos, Med figgb6 od 8Mmggbob sdbobggemo AysMa RoJGmmmaoyMoa bo- 
RNIZIMO 0H Boagohbos, Jonbi3 dgad~mgdo 09 8HM3gbdo aoM33gqm~mo g{8odgdob asdmym- 
QO: 
(1) sbemseE Irby mo boembgd0 030639496 d3gcm dmbobemgmdob wo 03939696 y3gmoby 
RMM SEZ{amoe@ Jobs~@amd ws bmyagM wCodemmd Myga0mbgodb. d3gqmo ogGmJombamo 
AMbobemgmds MobeEsMsbmdna 9J30Qgd0 sbomIMbye~mgdb drmMab, doma bsba~o 3o 
DZb 9QoMJOb 4RxMM dayy{gom Ws AaIMaMosQaymseo ObCMMaM|dyem Mga0Mbg0b. 93- 
AMBsda shana ob’mmaMgdqyemo MyaQambgdns, Jogsmamobsmgob, so~myobgmoab, 380%- 
abgg9d0b ws gogzoboob dagdn, 3qybdymgdna: LoMe@nbs, bajgomoas, gaombogs, AM~Ea~mm 
939M8ab 3ybdyemgdo, obe@s 8memgbagb Gyosba dobogg60. 
(2) od 8AM 3gLob Jg~ga9E, Mobesmb yormad~@gds 93MMd8ab gmbo3gyMa My30, Hm- 
Igemda(3_RBM-M daxygom~m Jmoosb ws Hyosb Mygaombyddo 3bm3gMMdb gMadobgmob dmb- 
009b039 d3gcma abemggMmdgmosdeagmo Ambobemgmds, bream osbomdmby~mgdo (wo 
dgMgQqen0 Imbobe@ymdo) 39(30MJSOM YRMM BoMamMe oMob aobbobmgdqymgdn aod- 
Mam HIMoG®MMagdbg. oommaMydyom Mgaombgdda Ji36M3gMHJd ogGrJomoym dIm- 
bobmgamdeb qdggemgbo agbgSo3yMo ws BqAmM&BQMymo bomgbomds sgogdomgob gha- 
dobgnasb, M3 HmMaygM asodbMgdyemn, bmaxgM yo aowobMgdgemo oym. domdo 
dg 8gbmd5d MobeEsMmosbmdom wWsjgoMZo Lo3ymoMa gbo, JogMsd dgoboMAyybs bobod- 
M9MM BMsEa30, MMAQGMA’Z ALAMMay\moe g6sdq ao(3a~mgdam WRMmM dg b&odo- 
maAMAmdob ofgbb. gb mM g®odo, obg oxy aby, (36mdamos. sbems jo yMo~My|do do- 
304(30MO Jgbsdg g8osb, Mmdgema3, ModIeEgbs@s(3 99 30(30, OMabmeagh oH ymoRame 
gobbamama ob&mMayem dg(36agMgd0d0. 
(3) 493M Imagobgd0m, Mmegks(3 oby7d9 Mobsd9gEMM39 Lobgemdbagmgdab fod- 
Myommadgdob 8Mm3gbo, begdo BMoe@ boobGyMgb~m Mod. Lobgmdbogmgdob oMbyg- 
Smdabsmgab ov3ae~mgdgemoa aym bLobgmdbagm Lobe3gMgdab wo~wagbs. sdabomgoab 3o 
yggems'd9 cmmangaMse@ ayr dohbgqema bobgemdboym bobtm3gmgdob asgmgds dy69- 
3MH0Z90 oMbydyo aqmaMogoym doM09M%jdbq, MMaMMa(3095 darosba Es Ca~N G&yosbo 
dobag960. gh Mgaombgd0 30, MmMamMi3 agobbgb, wobobemgdqema nym ghmdsbgmob 
Imbsagb939 938mJambo IAmbobmgamdom. sdob dqybgdMag0e@ Imsy3o0 ob, Mmd d39- 
CMO SBHMJambyMa Imbobmgmds, MMdIgemn(3, dogomomse, Iansbo Mgaombab mMngq 
325%] B6MBMMd@0, q°3d0E Bobemgpa~ma sMIMAbeEs mm (6 398) bobgmdbogmb 
dommob. gb Imbeo od0GMd, HMd Lobego0Mo0 Joma gmbagayMo HyMa8mMoab bo3gh%39%9 
ZoGoMo. 
Im 3emg@ aobgaba~ma 79 aL|MMaNmo BAM(3gbob MHaME) 3MbygM]Sqmo Bodmgmg- 
Bs. Mme@gbs(3 LoyMobagnmbs Eo gbssbynb dmMab soMabgab dagddo boyMsbaqm-gb8069- 
Hab bobgmdboy 3m LobmgeMo asogmgb, sdob dgw@gas@ 8aMabggd0b dagdda di3bmgMgdo 
d0b3980 BoYyMQa~MgJd0 SPdIMAbEb]Z6 MM Lobg~mdbmeaob drmob, Gob aodm3 obobo ~egd- 
09 (336mgMHMd96 MmammM3 gbdsbgndo, abg boyMobagamdo. Ibaogbo Msd dmbeo smdgdab 


BsgambsemMn I(3aMgbmdgd0, bombyMo AMogoembdosbmds, 
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dIansbymda3, Low@s(3 ggMdsbaak, aGsmoab, ogbGMoabs eo boyMsbagmab dog Modegb- 
099 bobogmse@ aJbs goymaRama gMndsbgmab dmbomgbs39 Imosbo dmbsbemgmds. L6OmMyc0 
dob godme, md AMEamMm|M oGoecmonbs w~s bodbMgm ggMdsbaob o~mdgdob dmbobemgm- 
3d RAM COO BQMBQMym Ceo 996980349 bLosbermggb ogmgbb gmadobgmob dadsmo, 
300%] AMeEamMmg|M Eo bLsdbMygm oSomoob Ambob~rgmds. MHmamm3 fobb, dbasgh 386m- 
(3gbgdb BJmbeo segomn yogzobosda3. sMeo dgdmbg3g0M0, MMI gog3oboab Jogddo dg- 
Bmd~moe d36mMgMgQd0 bsmbydo bdoMse gMmdsbgab ,,ddIgdb" qyEmeogdg6, xyd(30 abobo ab- 
AMMoQmo 8Hm3gbgd0b god~rm Lbgo@obb30 Jggy6gdb ~y3q~rgbosb, Lbgo~@obb30 Mgmagogd0 
d43M, Cd BMaR]IM gMadobygob I®Myemowsi3 qyyMgog6. 0b939 Imbes 93MMmab yeoowgb 
8yosb Mgaombdo, 8mengbagdo, AMIGA’? EMgh dqyxqMAE, LobsbO3H~r Bmbob boMdmoe- 
A976b Co Esboba~mgdqemns mab bobgmdbagmb — qy3Moobsb, dgmmMaboosb, MyAbgmbo ws 
8mE~mMbgob domob. 


(4) AMsgoembdnsBmdob BGseayagdab gysMoam Ggaambeycemn Jghbsgemab s-y(3ag~mgdemmds 

oM 30380M9d LoydMob Cwobygdob D9dIMa ombgMag~mn bobmgMgdab Aodmysmodgdob 
aALAMMayQ@mo 8MHM3gbob ImemoGog4qh dgc@ga90%], DoaMed ov3a~m|demmo~@ Dobes gobb9- 
6m smbodbymoa Am3gmgbab dbadgbgemmds dhogoembdosbo B®Ms@a3ogdob dgbbs3mobomgoab. 

JAmgbyemn ab MAbLgd0b ~s(338 Co JgMMZbym~ma wbogo~mmdab ag~gob bob bsdmbyg0 
LANs dybgdMagZ0 IAmg~mbss badabdagMa gMab bgemmMBZbgQdnbe ws Ag(360gMgQd0b boM- 
IMdse@g Joey dabomgab. IMogombdosberdai3 oMagMaby~ asdb~@oMs gMMgZbyyem0 “ybago~m- 
dob aggab Losdoym dohggbgdgmo, Mvyd(30 dgdeamdo 33mg39 Eo 0bYMMdo(300b dobab ao- 
RoMamgds, AHmamM3 gba, sdomamgde@e sbgm ImbobMg d9db. goba~ L&mobo, Jogomon- 
SO, SNMaAsMym AMogoembdosbmdob obmmaMgdqm wo wbagomyM dmrgmypbse@ Mgcmn~@s 
(Stoin, 1925), mqd(39 OAM] Q90MBZBZ0, MMI Jbasgbo Bodob IAMogombIosbmdo domyobgmob 
RdoJBMdMog0e@ y3Zg9mo bombda aym gogMEgmgeyemo. JoMayem Agbogobd3mebgmdsdo, 
06939, Logdome@ gogM3g9mgoqemo ayrm AmbobMgd9, Mmd JoMaqemn bo~mbyMmo Lodegms 
BoMIMs@ajbes gMMbdosbh BHMsea3n0ms BEgZodo ImA(3gvyjow AMogombdosbmdab yxybdyoob 
(9293960d30e@0, 1938). MosbEsMs6mda g90M335, MMI AMEaMM Bo3goboab gRoJGoqMoe 
Y3gcmo boembb (Jom ImMab oyM4-yen 965g ImemsdoMo39 SomyoM|mydb wo yoMoRogeyob) 
o43b JoMayemo dMogoembdosbmdob Imbsagbo3g9 LobodImgMmm BMas@a(3agdo. 

AMaMMH3 gbgw@sgm, AMogombdosbmds qdQG8gb JgIMbggg0dG0 Bggmb Lobgemdbog3m 
LodegMgob eo YWRBMGAM RoMam, LogMmsdmMabm ws Mygaombyem Am3gmgbsb omdmoe- 
ag6b. dobododobse, mga ag0b@s, MmdI MmMIgemadg Jggyobodo sMbydqemo dMogombdo- 
60 BMs@0(309d0 Logyqdgmosbse dggabbsgmmm, g3gmg30b dmdeg36m gGodd9 3M ~b- 
Ed AgIMgZgngoMa~mman dDomemme 3d Jggybab AMogose@mbdnsba BMseayngdab Jgbbs3gemnm. 
LogfoMmes, Edg0@g0bmMa, sMbygdmdb my oMs IJhogombdosbmdob HMse@a3agd0 Igbmdg~m 
J43gy69ddo wo Imgobeobmm 9d 8MB 630yNMo@ Imbomg|bs39 HMoweay3agdob dIg~@oMgdom0 
dgbbo3mo0 Img Myga0mbdo. 

oM Edagzogabyagb, IMogombdasbds LogMmsdmmMabm Imgm bss ~o Job MIs Jgb- 
Bogmob 06939 LogMmsdmmMabm mgoemmobgj@30 Ed Jg~@sMydoM0 Jgnmemmmannm daw~am- 
do ghogoMmgds. 


6m 30, 6969 dmdg(30M, B93939N™M ~Cob336gd0: 
© dbogmomb dmogombdosb GMo@a3osms Logdsme@ wow@o bsboemo wogajbomygom- 
mas bs3ambsmyM dI(30M ]7bmdgdb domob; 
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©  bs3ambsemyM d3aMgbmdgddo oMbydqye dMhogoembdoob ®Moeo3agdb bdoMoe of 
9103932 Lomoboem yaMo@mgds odob a9dm, Mmd gMmmgbymo Jg(3bogMyQEmo L3ymmob 
yy Moemgeab (3968Mdo, MmMamMH3 Bgbo, adymgxqdo gMmgbymo gymBqMab (3968Mo- 
cnMa &Mso0(309d0; 

© 9d dbMog bobosdmg6m godmbsgmoabb boMdmew@agbb ARobgmo, bow@s(3 6s(3ambo- 
mama qd3aMgbmdgdab dhogombdosbmdob dobbsgmob bogdomeE wow yyMoemgds 
95G93°- 

© adob a9dm, md dhogoembdosbmds sMab qomMaboe@ oMgowyema Imgemgbs, Mmdg- 
™Ma(3_ MoH~omMsb a3oMagjdo Jaga dbmgmomb Jobd Sodom, IMsgoembInsbo &Mo~e0(3- 
agdob wagw@o bsba~mo dgIMMAgbaAMADS aQmaMosgQoaymo@ YyZgemsdg YRM~M doyyZg0~™m Co 
obmemaMygdqem Mga0mbgddo; 

© dMogombdosbmdob HMse@a3agdob dgbbs3mo gMao 4ggybob gomMacmgddo on(30~™g- 
dgmo, JoaMsd Moo LogdsMabo. 33~mg30b dgdweand, RIMM Jomom 98089 o(30~™g- 
dgmos ghana Aggybob goMam|db aoMgm gobgmo wo Agbmdgemn J3gqy6gd0b IMogomb- 
dosbo ®Msea3agdab dge@oMgdam0 dobbogmo. gh IMogombdosba ®Moea30960, m- 
33 Bgbo, Igbmdgem Jggybgddo LEmMMHyJe Bo3amboemM “7d (30MgbLmdgddos bsMIMe- 
ag60cn0; 

©  Lobgemdbog3m bodmgMgdab gogemgdab aLGmMMoqmoe@ damgdyqma ImemaGogo of 
amgomoabbobgde@o0 dansbo dmbsbmgmdab gmbo34qM Eo 3q_mMBQmym dgdowagbemm- 
dob. oMbydqemo Lobe3gMJd0, IgG gb dgdmbg930da, as~@osb6 ImoaMgbamgdab Jge%] 
Gd, MMamMMH’3 Bgbo, dyobyg ymagb Iagddo di36m3gMHqd, gMmdobgmab dImbomgbs39 
bombgdb. Ms mds bes, dg Agdb Imbbyb6gd5da0 dbmMQmoamdo sMbydyemo Lobm3Mgd0b 
dg(3gmoab Eabo@o~@gdom oH asdmg@ngoM, doaMsd IMogombIdosbmdab dobbsgmodo od 
RoI GmMob byMambymoa aomgemoabbabydo yo owzomgdgmoe@ dodohboo. 


Cd dME~Mb, dabeEs 306b96mM gMan bsI~EZOm@Mse Jobobomdgdgemn Ggbwegb(309, Mmdge@- 


9(3 d930dAbag 43960 Loddmbaydgdo0b ~Enbsdogedo. s~mdom, agobbgb, md dg7bqamg Lod3m- 
baxdab daog0M Mgdo@ sdbaab IMogembdasbo 39MJd0 oym asdmr(36sEgdqYen0. Igbo Lod- 
8MbaNdaL dgM]q sdboab IMsgoembdosbmrdo0bg LowydoMa oMsm~y Agby~eo, sMsdge gooJGaym- 
Cd 3009/3. BGmMb, dogomomoe@, CsdIMyjZa~@ Jdgem0 ImbLy|bgd9 gd~Mgbgdo byMobGobob —ybo- 
32H AMogombdosbmdob Eo (3M(3b~moeE Amgabdgbm Googobob GHMo@ai3aqm Ihogomb- 
dosbmdab. 96939, (39 9994gb9 Lod3mbaydbg IMogombdosbmdob Jg~@oMgdamn dabbogems 
aYyM sMAgycmo (396GMoemyM Mgdo@, 9d MgQdsd oMs JoMBM 99943bg, oM0d9@ Bemggob~egm 
Lod3mbayd%q(3 dbadgbygemgsbo s~@aamn (~Ed0393d. ADQE~NS, MMI obg Amb~@Igdo bengg06~9- 
mo Lod&mbaydab IaogeMo Mgdob dgdMbg930d0(3 Ws AMogZ0embdnsbmdab Logambom ~wonb- 
HIMQLIdqQE gnomdybo3memmagob damMob bsgambsemyMo qd(3aMgbLmMdgdob Jmhogombdosbo 


HMsea3agdab dgbbogmob sheom Imdogomda 49H yyMoemgds 9094(3930- 
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JOSEPH JORDANIA 
(AUSTRALIA/GEORGIA) 


NATIONAL MINORITIES, TRADITIONAL POLYPHONY, 
CULTURAL POLICY AND STATE BORDERS 


The reader needs to have only a quick look at the world distribution of traditional polyphony 
to notice that a big part of polyphonic traditions are distributed among national minorities (Jorda- 
nia, 2006, 2015): the polyphonies of the Ainus in Japan, of the Tibetan and 25 other nationalities in 
China, of the Nuristanis in Afghanistan, of the Flores Island in Indonesia, of the minorities living in 
the Taiwanese mountains, of the aboriginal tribes in Papua New Guinea, of the indigenous Indian 
tribes living in the mountains of North Argentina, etc. 

Of course, it would be wrong to claim that polyphony is spread only among national minori- 
ties. There are a number of countries where polyphony is widely spread throughout the main ethnic 
group of the country. This is the case, for example, in Georgia, in several countries of Balkan Pen- 
insula, or many sub-Saharan African countries. At the same time, even in many of these countries 
the above-mentioned feature is still prominent: for example, in sub-Saharan African countries, re- 
nowned for their strong polyphonic traditions, the strongest traditions still come from Pygmies and 
from Bushmen, representing national minorities in several countries of Central and South Africa. 

This interesting fact about the distribution of polyphony among national minorities is followed 
by another, this time a sad tendency: the study of traditional polyphony in many countries does not 
attract much attention from national scholars, and in some countries this sphere is left without any 
scholarly attention whatsoever. We introduced the topic of polyphony in the musical traditions of 
national minorities as the central topic of our symposium in order to facilitate interest in the study 
of national minorities, in order to generate more interest and more research in this often neglected 
sphere. 

In my paper I will discuss several interrelated topics. First I will review the geographic strati- 
fication of polyphonic regions, then we will discuss the reasons of the correlation of the regions of 
traditional polyphony and the stratification of national minorities; then we will discuss the peculiar- 
ities of the historical process of the formation of state borders, and finally we’ll discuss the need for 
comparative method in the study of traditional polyphony. 


(1) Stratification of Traditional Polyphony in the Light of the Origins of Polyphony 

It is very important to remember that the distribution of polyphony in most cases does not 
have a national (or tribal) character. On the contrary, in many regions polyphonic cultures create 
“international polyphonic clusters”. Think of the number of polyphonic cultures of Caucasia, or the 
Balkans, or South-West China. I will try to explain this geographic stratification by the very origins 
of the phenomenon of vocal polyphony. 

I hope that at least some of the ethnomusicologists present at our symposium are aware of 
my model of the origin of traditional polyphony. I proposed that polyphony is not a late cultural 
invention that was developed on the basis of the development of initial monophonic singing. All the 
existing information strongly supports the idea that polyphony is gradually disappearing all over the 
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world. This fact does not support the old hypothesis of the late origins of polyphony. It is a widely 
shared view today that polyphony was not invented by a single talented tribe or a people. Despite 
the fact that the development of the peculiar polyphonic styles that we encounter today in different 
cultures are most likely the result of the inner development of various national and ethnic groups, 
the origins of polyphony as a phenomenon is connected to much more distant, truly pre-historic 
times. 

According to my model, polyphony was created by the forces of natural selection during 
the earliest period of the evolutionary development of our hominid ancestors, and it was a part of 
a defense system. I will not dwell on this, as the readers can find a detailed account of this in my 
2006, 2011 and very recent 2014 books (Jordania, 2006, 2011, 2014). Loud, rhythmically united 
sound, full of dissonant harmonies, coupled with a group synchronic dance an altered state of con- 
sciousness in our ancestors which I call the “Battle Trance”. In this state participants did not feel 
fear and even pain, while group interests and saving their family and tribe members became more 
important that their own survival. The psychological state of the battle trance was a crucial tool for 
our ancestors in order to defend themselves from predators and to obtain food. 

This is why participation in ritual dancing and singing sessions before military and hunting 
sessions is universally spread throughout traditional societies. During such ritual dancing and sing- 
ing the morale of participants undergoes change: the feeling of unity among group members totally 
dominates the selfish feelings - even the instinct of self-preservation is subdued. The tradition of 
ritual dances before military sessions has such deep roots that it is well alive today not only among 
traditional societies, but among the most contemporary, well-equipped western combat forces. As 
an example, we can mention here the tradition of American soldiers, who often engage in group 
singing and dancing before their military sessions. You can read about this interesting phenomenon 
in the insightful book by Jonathan Pieslak “Sound Targets: Music in the Iraq War” (Pieslak, 2009). 

Let us now get back to our discussion of traditional vocal polyphony, as a trans-cultural phe- 
nomenon. As we can see, we have reasons to believe that polyphony is an ancient phenomenon 
that was created by the forces of natural selection during the formation of Homo Sapiens. Vocal 
polyphony started gradually disappearing with the advance of articulated speech. Let us now try 
to explain why a major part of vocal polyphonic traditions is preserved among national minorities. 


(2) Polyphony and National Minorities 

In order to explain correlation between the distribution of polyphony and national minorities, 
let us recall once again that vocal polyphony is gradually disappearing all over the world. This 
naturally leads us to the fact that vocal polyphony is surviving mainly in the most geographically 
isolated regions of the world. This is natural for the oldest layers of cultural traditions, ancient lan- 
guages, or oldest biological species of plants and animals. Such ancient survivals are found in the 
most inaccessible, geographically isolated places. To cut this interesting topic very short, we can 
say that the pre-historical origin of polyphonic singing and its gradual disappearance is the central 
reason for the current uneven distribution of vocal polyphonic traditions all over the world. 

The history of ethnic minorities and their demographic stratification shows a similar pattern. 
Let us recall the typical process of the arrival of a new people on territory which is already occupied 
by an indigenous population. The native population, as a rule, gradually mixes with the newcom- 
ers. The native population survives much better in isolated, difficult to access territories (such as 
mountains, big forest massifs, islands). In such regions communications are more difficult, and con- 
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ditions for survival are more extreme. It is this geographic isolation that helps the older population 
and their cultural traditions to survive for a longer period of time. Therefore, very much like the 
tradition of polyphony, the older autochthonous population survives in geographically isolated and 
hard-to-reach regions (see also Nettl, 2005: 324; Sachs, 1940: 63-64). 

It is the combination of these two factors that results in the distribution (more precisely — sur- 
viving) of both polyphony and the older population in geographically isolated regions. 

Therefore, if any of my colleagues attempts to discover polyphony in a monophonic country, 
I would suggest first to study the physical map of the country, and search for its hard-to-access 
geographic regions, like mountain ranges, or forest massifs, or an island. If such regions are found, 
I would suggest the organisation of a fieldwork in such a region. The best chance of discovering 
polyphony as a rule is connected to such isolated and hard-to-reach regions. 

The natural tendency towards the survival of autochthonous populations and polyphonic tradi- 
tions in the most geographically isolated regions leads to another interesting phenomenon, which I 
shall now discuss. I am talking here about the policy of establishing state borders. I propose that the 
historically established border policy is somehow “unfair” towards the interests of autochthonous 
peoples and national minorities. 


(3) Polyphony, National Minorities and State Borders 
Before discussing this issue let us recall the process of infiltration of new Indo-European 
populations into the territory of Europe, populated by pre-Indo-European populations. Despite the 
fact that this was an extremely long and complex process, with very little hard evidence to make 
clear conclusions, we can still agree on the presence of several general stages of the interaction of 
the old and new populations. 
(1) Newcomers put pressure on the older population, forcing them to vacate the easier-to-ac- 
cess and more fertile territories. Part of the older autochthonous population gradually mixed 
with the newcomers. Another part of the older population, who moved to the less fertile and 
more geographically isolated territories, stayed out of extensive mixture with the new popu- 
lation. Such isolated and hard-to-access territories in Europe, are for example, the mountain 
ranges in the Balkans, Pyrenees and Caucasus, islands — Sardinia, Sicily, Corsica, the islands 
of North Europe, or the largest forest massifs of Europe, Polesie. 
(2) A new ethnic map of Europe has gradually been established. Descendants of the older 
population live in harder-to-access and more isolated mountain, island and forest regions of 
the continent, and the descendants of the newcomers (and the mixed populations between 
from older and new populations) occupy the open spaces. Populations that live in the geo- 
graphically isolated from each other regions are genetically and culturally related, although 
these ancient relationships might not be conscious. Most of the representatives of the older 
populations gradually lose their language, which is replaced by the language of the newcom- 
ers, but they retain their singing traditions for longer, as music shows greater stability in such 
situations than language. These two stages of the mixing of old and new populations (substrate 
and superstrata) are more or less known in the historical sciences. Now let us pay attention 
to a third stage, which, as far as I know, has never been discussed in the historical literature. 
(3) Later, when the process of the formation of contemporary nation-states gains momentum, 
a new interesting process enters the scene. For the normal functioning of the newly established 
nation-states obtaining of official and stable state borders becomes imperative. The most natu- 
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ral and logical places for putting such borders between the nation-states are the hard-to-access 
and isolated regions between the countries. Such regions are, for example, mountain ranges 
and large forest massifs. These are the regions, as we remember, that are often populated by 
the descendants of the older, autochthonous populations of the continent. So as state borders 
run on the top of the mountain ranges and the middle of the forest massifs, the older, culturally 
and ethnically related populations are split into different states. 


We can have a look at couple of concrete results of this historical process. When France and 
Spain put a border between these two states, the border went through the Pyrenees, the natural 
living space of the Basques. As a result, today Basques live both in France and in Spain. The same 
processes were active in the Alps. Neighbouring Germany, Italy, Austria and France divided the 
mountainous range, and the once ethnically and culturally closer population found themselves in 
different countries. This is the reason why populations of southern Germany and the north Italy 
are culturally and ethnically closer to each other than the populations of northern and southern 
Italy. Similar processes were in place in the Caucasus as well. It is not an accident that the various 
peoples of the Caucasus, who often talk in different languages, follow different religions, live in 
different states and sometimes even organise military sessions against neighbours, still call each 
other “brothers”. The same has happened in the largest forest region of the Europe, Polesie, which 
is today a buffer zone between the Ukraine, Belarus, Poland and Russia. 


(4) The Need for Wide Regional Studies of the Traditions of Vocal Polyphony 

I am not going to start discussing the political ramifications of the historical processes that lead 
to the establishment of the existing state borders, but I do want to mention the importance of the 
above-mentioned processes in the study of the phenomenon of traditional polyphony. 

Promoting national interests and supporting the idea of the unique features of the national 
culture is a very natural desire of national scholars and artists. The presence of vocal polyphony has 
more than once been at the centre of such sentiments. Vasil Stoin, for example, considered Bulgar- 
ian polyphony a unique phenomenon (Stoin, 1925), although later it became apparent that similar 
polyphony was present among most of the peoples of the Balkan Peninsula. Georgian musicology 
for decades championed the idea that Georgia was a polyphonic island in a sea of monophonic 
traditions (see, for example, Javakhishvili, 1938). It turned out that virtually all the peoples of the 
North Caucasus, (including the Turkic language speakers the Balkarians and Karachaevis) have 
vocal polyphonic traditions that are stylistically similar to Georgian polyphony. 

It is easy to see that the distribution of vocal polyphony often crosses boundaries between 
the states and represents a wider international and regional phenomenon. Therefore, if we want 
to study a vocal polyphony of a certain culture, we should not restrict ourselves to the research of 
the traditional polyphony of one region or even one country. We need to check the neighbouring 
countries, check the possibility of the presence of vocal polyphony in these countries, and incorpo- 
rate the study of other neighbouring traditions of vocal polyphony of the whole region, despite the 
existing state borders. 

We should not forget that polyphony is an international phenomenon, and its deep study re- 
quires a similarly wide international approach, thoroughly based on a comparative method. 
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Now allow me to make some conclusions: 

> The major part of vocal polyphonic traditions are distributed among national minorities; 
> The polyphonic traditions of national minorities are often neglected, as the cultural tradi- 
tions of the main ethnicity are usually at the centre of scholarly attention; 

> A pleasant exception from this general tendency is China, where the study of polyphonic 
traditional of national minorities attracts a great deal of interest from Chinese scholars; 

> As polyphony is a very archaic phenomenon that is gradually being lost all over the world, 
a big part of vocal polyphonic traditions are surviving in the most geographically isolated 
regions of the world; 

> The Study of traditional polyphony within one country is very important, but is not enough 
for a deep understanding of this phenomenon. It is necessary to take into account the singing 
traditions of the neighbouring countries, where similar forms of polyphony are often spread 
among national minorities; 

> The historically widely practiced policy of putting state borders between the countries did 
not take into account the existing relationships between the peoples living on different sides 
of the mountain ranges. State borders are usually put on the top of mountain ranges, thus sep- 
arating the related populations and placing them in different states. Of course, in my papers I 
do not suggest a revision of the existing state borders, but taking this factor into account when 
studying vocal polyphonic traditions is absolutely necessary. 


And finally, let me mention a welcome tendency that I have noticed in the dynamics of our 
polyphonic symposia. Regular guests of our symposia probably remember that we first decided to 
have a central topic for each symposium starting from the fifth symposium. The first central topic 
was the polyphonic traditions of Asia. After the fifth symposium, papers and discussions about the 
polyphonic traditions in Asian countries has not disappeared. On the contrary, they grow louder. 
This year, for example, a separate paper is dedicated to the unique polyphony of Nuristan (eastern 
Afghanistan), and symposium participants can hear live performances of the extremely interesting 
polyphonic traditions from Taiwan. The same way, after the comparative method was selected as 
the central topic of the sixth symposium, this topic occupied an important place not only in the 
schedule of the sixth, but the current seventh’s symposium as well. I hope that in the same way the 
topic of polyphony in the music of national minorities, the central topic of our symposium, will get 
more of our colleagues interested in this relatively neglected topic. 
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BMNALS6S BEVSBMISNBN 
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BMANBMENIAN LOLITNIGM LNGLIMS, MMBMMGC IMMBEILN Vs mINNBNIMN 
VJIGCNMILMSISNL LNISMAN: LAM393ISN LIMS90IGN 


Igbog9em0 

SoMdMeEagboma 33mg30 |BmggqboMegds 8mmogmboyMH bLobymagmm bodmgmedg, 
AmamMH3 baMdgmob gmbogqmo yd3oMgbdob — Leamgeggdab ghmgb4ym wo Mgmoao- 
4H a@EgbGmdobq!. bemgs3960 LogMdgmdo BsMdmseag6j96 MMIs_ ARM ]bLmdob. obobo 
gaba3gqM qd3aMgbodob bsMmdms@agbg6, doaMed oMasb Leamgeggmob ogabdqmaok om- 
Lomgdob g30bagemob®yMo g3emgboab 693M 9450, Mmdgma(3 obg39 BoMdmowagob Mgmoao- 
4H qdg3aMgbodsb, Mmamm3 LaMdgada, abg dom Loddmd~mmday. Eogobqb& Jd, Med 
LaMdgado daMams@se@ wemdabaMmy|db JoMamdseo@gdemmeds, dodob, Mmegbs3 beomg3egjo- 
ab MgbLIQdmoagedo Bsdygs6b09 Mmdoqema gommemni30bdo. LEMM{eE MgemogoqMa goJGrmMo 
aYM gs@sdby3980 LaMdgnab Leamge3zms BobsdoMmomgab, Mob asdmr(3 dom boddmd~m 
CoGHMggb. IgmMHyJ dbMag, LobymagMm bLodegms gMmgbym gbodg bamb qEmde@o obo~m 
Jggyobodo domo gnba3yMo Co MAMagZaNMa MgoMdIAbQdab ~s(3gob. bsMIM@agbae~mo Imb- 
bgb9d0 wonbgMs Agda boggm9 g48ge@a30gd0b bogyd3qmbq, Lowo(3 304969d@0 068 9M30- 
aqMgoab dgnmeb, 39330MEgJdmMen dgdmb3yq30M LoydMgdbo wo boggmgbom JAbobyMgdob 
beamgsggnmda 3mg3gmenabob g306agmobGyM g3emgbosdo 2013 Bmob m8mddsMo~@ob 2014 
Boab dsabob Romgcmam’. 


Leamgs3ms gnba3yMn d(3aMgbmds bamdgada 

bem g839d0 QsoMoGgboe (36MgMMdg96 Lermgeggmab Mab8ydmmogoda, JsaMod oMmbg- 
dMdb 9b939 LogdomeE Co~a Ensb8mMo g3gMMdab J39469ddo ~s My3gobob oJome(3. 2008 
© 2013 Bemgdob L&oSabSogob IabjeE3;0m, Leamge3gmab Mgbdqdmogedo (36M3MHMdb 5 
415 459 beamgego, odgMa30do — 1 200 000, Ag76gmab Mab3sqydemagjodo — 375 000 (http://www. 
uszz.sk/sk//pocty-a-odhady/). bemg3o 3930 @obobmeby6 mobsIgGe@Mmg39 3mg3mMe@Nbsb (Vojvo- 
dina, bg9Mdgnob Re geommyan) HIMAB®MMa9by9 MsdIegb6odg GHommoew, Ms(3 ~Eoobym 99-18 


boagabob dys 89amedo (Crnjanski, 2007: 620). bemmgogo gamgbgdab 80M39em0 KavyQgd0 
(36mdagmoas bodbM\m wlaMgadn, 964 LodbMym dof3odo (Backa). 49-19 Loxagyjbob w@obsby- 
abode abobo wsbobemo@by6 LMgdobs (Srem) ws dobsGob (Banat) Bmanghin HyMoGmM0sbg 
(Crnjanski, 2007: 620). od 89MoMeEdo Lemgs3gd0b IobmdMag30 gdaaMa(3o0b gMam-gMao 
das3oMo dadao MgemagoqMa dybgdob aym. yg9Mdme, wqlamMgmab Mmdsqmo jommeo- 
3gMG0 Ambsbegmdab qI_HgbLmdso oH ay Bqmamasbbymdnmn BHM gL Gos6G gdoboe@do, 
AMIM|d0(3 adQemgdaa gowsbobm@by6 Loyygqagbm bogbm3gMgdgmo0 seEaamob bodgdMo~ 
(Kmeé, 1996: 667). 

EMALOEM|MdNM, bemmMg53980 Lemgos3gnob Mgb3ydmogedo, qaMoHgbLoe, Mmdsqemo 
32MMM039900 oMosb. Myd(3o doma MsbsdgdsdIQEm|Gd0 LaMdgmdo sMasb mMyMgMsbg960, 
064 Bomdmoe@ag696 omabdqmaab ombomgdob Leomgo3qma g30bagmob&qMa g3egboob 
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693Mgob (gd@amddo GH JLGdJo Job smgbodbo3m: SEC) (Rakovi¢é, 2010: 376-377). 908d, 
bgMdgado beamgeggdab wagw@o bobo SEC-b dag3%3m36900. 

baMdgada SEC nyma@o doRjob, dsbsGobs ~@o LMygdIob bLybomMHsG doe (seniorate). 2008 
Bemag@s6 of ob939 oMab agMdoboab bLobamMe8o. Mammgqm bLyabomMoGb bgmddeg3ebg- 
mmdb LgbomMa. 9d g80MJosdo dge@ob 28 boggmgbom Aybagodso~mnG Ho wo boggmgbom 


IxGa(ga8o~m0G Hob 13 Romosema. sdysdo~ ooo 24 bame@obdyen Im3ge@gemo, sdomasb 6 
Jomoas. dom bomegqdos g80b3m8mbo. SEC-ab dmgemgdo gobommgdsb amgdg6 gmdgbbgob 


(Komensky, Comenius) aqoaggMboGg Gob ggo6agmoabGyMm ngmemaoyM gBogymShjG0g 
SMoGHabmogedo, Leamgo3gmob MgAbsqdemogzodo. Lobmeb SEC-do asshbos qdommgba ow- 
dobabLSMo3aqjmo Cs bogobMbI~G {dem~m dogs. LAMdgamdo SEC yaggmomgoyMse aodmb(39db 
yqmbsmb Evanjelicky hlasnik, bog3gegbom yo3gembemon™ omdmdb Rocenka wes 3omgbe@omb 
Evanjelicky kalendar. se@0m Novi Sad 330smdom go@dm(39db 8MmMaMoedsb Pohladz k vysi- 
nam. 

dagbg@s30e@ sdaobo, LaMdgado (36M3MMd96 Lbge HMse@a3ayema MgmoaoyMo omd- 
Lomgdcamdab bemgs39d0, 06939 sMosb sbs~mo 8MMBMLHobOSqmo gzemgbagdob 693% Jd0 
(Rakovic, 2010: 378; Blagojevié, 2014). dogsmamse, dso6omdo, gmg3ohogob 3-76(3030em089- 
Gob HMa8mMosbg, SEC-ab goMeEs 30Eg3 G6Mo BHMGB LGA yo MamagoyMo aogh- 
Masbgdos, MmMA~Mab 6g3M]Jd0 bemm3Z039d0 oMab (Blagojevic, 2014). Rodmga@b96 Ms 3m- 
93MeEabSdo, b~M3539dd9 Mob “bodma~mgb” Jomo LymagMo Es JoG yMosmyMo gym SqMob 
Boban, Mo(3 Bobobb3go392@s dom 7339 OMbIS Qo Ambob~mamdnbasb (Bosi¢é, 1996: 32). 
Leamgsgms goba3yMGa d3o0Mgbmdo dmmb, bLgMdgmab Lobe3gMgdb asMgm, (36mdo~moo 
dobo bsagyMo bgemmgbgdom. Lonb&gMg{LMs, MMI 9d oMBobG dob dbosG3Hmdab Omaseo 
doGamse@n aegss LsdGg3em g4bGgMagMdo o6 dnd~ns 068 JMagMdo (Blagojevic, 2012: 
185-195). 

2002 Bemab ombgMab mobobdoe, bemmge3gd0 dgs~@ag6g96 LaMmdgonob Mgbsqjdmo3ob 
bogham dmbobamymdob 0.79%-b (59.021). CMALOEMIMdnM, 3MggzMENbsdo b~mMg93960 boM- 
dm99,9696 sdbmy GAM 06 Jgm@oMydomM sdbermyGyM jIMogemgbrdob gog3gme@o0bsb 2 dvy- 
Ba(3080cm0 GJ Ho (d9H30 89GOM3Z0(3 Eo 3308039) (Census, 2011). bgMdgado bermge3gdab 
ZIMGBHYMA QM og3GMbrdos Jonmbygge gMmgbyem goog aobomempdoabs Eo o6ymMdo(300b 
NRmMgId9d0M, glob MmeRa3nsemyMsEO asdmMy 7bgd0M Ed ByMByMyemo Jgdj330eEMQMdobs wes 
8Ms3ogdob wo(330m (Crnjanski, 2007: 623). 


SeemagmBbayMn LobymagMm badmgMs, MmammM(3 AgemnagayMn ~s 
gnba 390 age gbgmdnb banddmem 
80M3ZIMIS Lemmge3do gdngMsbGyddo — g306agmabGB]dd0 3mg3gmMeEnbsdo LobLb6Moyme 


s9agb ggemgbogdo, bsdemm33gcm bobemgdo Co Lymmgdo. Jomo MyemngoqMHo LOsgmgda0b 
Mobobdse, 439m QbeEs ymoRamaym aosbsmm|dyenn, dgdemgdmeas bsg3ombs Bdoabwo b9- 
Gamo ws gIegMs boggmgbom bodmgmgd0 ddmdqmoyM g6sd9. Leomgoj0 g30bagcmob&9- 
dab GsdMgJd0 JoMajgymbs QAmMMdobss WSMo~mm, GodIgMa ab MagQMaw. gbos gMmbsg0bo0 
dSobamoge, MMIgmMbs(3 Jgademgds SJmbegb asmgMygs. od ggmgbagdb ofgm bodMg3~m- 
900, MHmde~mgd0(3 LMM do MogabydqMo Jy~oam ds9Mmy3mb LOowmdo. g3~gboo dogo 389- 
8Mmgo0Bdo soam 1782 Egeb (http://www.slovackizavod.org.rs/sr/kulturno-nasledje/1377). 
SEC-ob bbo3m9460b mobsbdow, g3egbooda ygqgmo ImMmbdnby BoMgabsb Lobodegmm 
Boabgdob godmygbgdam degmob. Lodegms ImbmyxmbayMns, BoMIMbod dob sggmgog6 


8MMaQmMbaYMo Lobymaghm LodmgMs, MmammM?3 gHm3Z6qmn wo 
AgemagoyMo yO30MgLMdgda0b Laddmemm: beomg53960 bLymdgmdo 35 


MMasbam, MMdgema(3 ov(3oEMJdEMoE godmaygbgdo BoMgabsb. Lobgadm boMgeda dgodengds 
Imbsba~gmdeagh dJgM|qE@O 06 AMO Lgbob ImI~mgMemgdobasb Jgd@gsMo 3mMemagmbayMo 
anbeo. Gamgabob 9b939 degmob 3obGmMa(3 (Z0@gmdsQ. 1) 

Zobbo3yOMJd0m dDbadgbgemmgebos Moygebabygdobmgob asdmygbgdyen0 Lobodmgmm 
Boabgd0. BmangMan dg~agds dbmeEmeE HbGgdabg06, bream BmangMado Im3gdqemoo 
6m Hjd03- “Bmaob bodgobdyemos, Gmd Jgmmeos BMmmMygmmMyAm Lodegmsdgs oagdyemo, 
dogsmomoe, Leomgo3494%bg, ImMMog0qmbq, 8memmbyMbyg 06 AgbqMdg] (Evanjelicky spevnik 
(a), 1992: 99, 131, 138, 158, 374, 591, 594, 595, 596, 602, 653, 639). 9b Lobodegmm 
Baab9d0 a(33cMgdo CMHMad asbdogm@mmdsda. oJoo Lod~agMgdo0, Mmdmg|d0(3 gyMEbmds aMo- 
ammobgqam Jmmombs wo d3qm bogggmgbom gommgdb, Mgbgbobbob 8qgmomeb, agmdob~- 
moa dseMmygmbs Ed 9R3MMds(300b (mamgmobyeno dooyoo), AmdsbSobdob Igmomeb. 
obsmo Lobodmgmm boabo Evanjelicky spevnik dg90(393b Lod~mgMgdb Qmm3cmmMyen 4M 839- 
3d ~o MS659j9E@MM3Z9 yobM|ddo (Evanjelicky spevnik (b), 1992). dgge@ bLoboI~ gm boaby- 
dda oH ayer Am3gdjermn LobmGBr GH JbHo, odoG-d Age@mmwongd0 aoeEg(3gIMes byasoMoe. 
mMasbab dgdbMyamgdemgdo qsoMoGgbow@ oyg6gd~@6g6 bm db. 

Ha8dob mgombsdMabom, a3b6eg9d0 d3qgmo (69en0) ~o Msbsdjg~eMm39 (BJomo) bodeg- 
gd. d3gcmo LH yemogds lento-b, grave-b 89d8do. ymggmo Agmmbge@0 bMGo odergMgdmes, 
AMamMMH’3 bsbggMosbo aMdmamdnb, bmenm dgMZgQ~e@gJd0 — MmamMH’3 Jgmabge@gGd0. aodmd- 
bob3gmmdob amgombodmMobom, LadmgMs oym 4R3MM 439/30 ws dg8se@ OgIMJIQ{@ dE, 
30M] EMg{beMmgmdom. Lad~mgmMab od d3g7cm L&amda Babsw@segds joMas3@e dbndgbg~mm- 
dob. 1990 Bemagsb, sbsemo LobadmgMm bagbgdob dgdImb3msabosb gmmoe@, bLodmgmab b&o- 
moa dga3gome. gb Lobodmgmm boabgdo dgazogb Lobm Gm wosdbgMemmdob (oxyoamdog. 1}. 

MaGyMgaoqem dqba3zodo gobbogqnMydqema Mmenn goaggds 306GMMbL, ImMIM|Mo~m-mH- 
Zo6aL HL. gobSmMao AgbogomyMo asbsmemgds as6bb6303gdqemoo — bman Mgambsbbsgmoo, 
doaMsd dmangMab ofgb AgbogomyAMo sgo~gdoob bomabbo. MH IbmMgAmom mdb dmmab 
32.0GMMH]Qd0 Bg8oMoe@ sbbogmoe@by6 Lygmemob Imbbogmg9db y3gq9mobQq dDbodgbgemmg06 
30d690b. 

SEC-do yggmob gobbo3qomgoqemo b3emamo dagdmgob. dsamsd dgbmyeqma eEMmoab 
30d™M, smMgbodbsg Bobsdegdomg 33mg3gob mM Ambsbo~mgb — 0963— bLoMmmdsbs (Janko Siro- 
ma)? ©o aNMsa Lxye@oob (Juraj Sudji)>. 

bgMdgada SEC-ab bobmeab 306 Mo agMoo by@oo oMob ob939 306GmMa-mMao- 
Bob&o bLgomgbhodo. ob bgmddmogbgemmdb 5 gobbb3039dqm aybeob. dob job&mMose@ wo- 
bad3b6sde@g, MmammM3 030 sddmdb, LodmgMs bamgbheda symm IAgGoe@ boembsyMoa oym: 
,0Ld33960 Jomgdo bLog3emgbom dbobyMyadobsb asgmgbob sbeg6ebg6 bLodmgmsd9 wo bo- 
BsdmMdge@o jgobHMMo Jom qbdgb@s. dg wWogmobbI~o yobhHmMmdsb od 80MMd0m, Mmd 
abobo Amdobdg6~@by76 wo adegM|de@bg76 aby, AmammM3 boabdo nym Jamamgdqyemo, bM&J- 
dom". Lagan smbadbsgb, Gmd dohamse@o BMmMd~mgds oym D_LMyAEmgd0b G9d30: ,,docmosb 
ddod9 8g9MaMe@0 Admbes, MMeEgbs3 3(3@OmMMd@d sdghjJoMgdobs DoLMy~mgd0, adoSrd, 
Amd Amdm~gMengdo y3gmo LodmgmMeb ImgMmeEby6 MMxgM 06 bodygm Ogee". o439 Jobwes 
9O360db~m dofzob BbmgMgQd0b gHan Dbod3gbyemmg0ba dobsbosmgdgemo — bogM(390g, Lows(3 
gb HMoGMMoass gobemoagdyemoa, (36m3gMgQd9 ama &gddam DJogw@obgds. dgbode@me, gb 
(s6mgMgQdabgyem0 Qa~Mbmgas aym sboby@moa bom~mbob Ladegmsda, bobsd g3~@gbosdo of 
IMgZ0@s aobsmmg|dyomo AybLagmba, MmdAgma(3 (3EOMMMd~@S dzgq43969 IAMIM|Me~mg|d0 bm H]- 
dom fobgMamo Agbagab Lodysmmdo (oxyonmdoag. 2). 
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BIIMA Bobbybgd0 yobHMob Mobobdo~, Lemgo3gmbs wo baMdgmdo jyobGmMyd0 
boggagbom baMgsdo asbbbge39dqm Mmmb obMyemgdg6. 80MZgg9m Jgdmb3930dG0, j3o6Gm- 
Mo, 80%39~ yrgmoabos, abL|MyAdIgZbGomabBoo, MMAMaL Imgoe~mgmdso MMasbby woggMoe. 
LaMdgado jo6&mMo, wosg3gMob aosMes, Woes IegMme gl 3oegq(3, odogmd, dob qowoo 
8qmbegb dmagMa wo m~msdobo bdo. aoMeo sdobs, om3omgdgmos wWsg3gMabob 093Hmg0%bo- 
(oq@mdob qboMo. AM30 Aygbogmbob yyMo@mgdo bobomegds Lodegmsbs Eo Esy3Mob 
Immob, bm&gda 0H 033Mgd9 BAbGow@ obg, MmammM3 fobgMam~mns, Mo(3 0d3MHM30%b9(300b 
CA Agbodm9dcmmdsb ademggo. 1992 Bab oxyMon Lyw@nnd wCoomMbs gmgomyMo wo obb- 
8M 9I76GByEro GMHom Vox humana (Jom gdm yd39b AobsbyMo Raduj sa a plesaj (1992)). 03 
Kaggoab bggHgJdo0 oyg6g6: my~odagms dgMjemgo — LmgMosbm, ayMsa Lagan — GgbmMMo wes 
o9MdoMs oNMHa(3M3B0 — MMasbo. abobo LaMdgadoa Leamgo3gnab Logymgdo@eb fodmgace@by6 
Cd LeMgd349M9E@ IM|MMEb]S Lodmdom Es bLosmeamdm bLoadegmy|db. bse~mbds abobo o~- 
BMaM3Z569d0M doo~m. 

boggmgbam Agbogob ymd38mba®mMyd0 SEC-ob Boo~mda ~sndoe@byg6 ws dom dgJd6gb 
Agbogs LoaMdgnob HyMaGmM0b9. dabes omgbadbm OmangMama Domasbo: 096 3Mob3m 
588330 (Jan Krasko Zapotocky), oo6 305d 856 cmmobbyo (Jan Valastan Dolinsky), 
MmyomM3Z08 boadybe byadgM0b0 (Ludovit Zigmund Seberini). RBIMEabsb|o Mmsmbo (Ferdi- 
nand Rohon, 1823 — 1884) smob 3MI8MBOGBMo Eo Dobbogmgdgem0; dob dg4dbo Qme~m3enm- 
Myo LoImgMgdom dnsambgdqemo bobymaghim bodmgmMgdo. 096 399680 (Jan Valent, 
1941-2008) BMg38MENbsdo d93Mas6 nym B5bHmMo, dJgd~ega, asbws SEC-ab g8obgm3mbo 
baMdgmdo. dob asdmb yo bodegMgdob 2 Boabo bmBgd0m* BobAmMob goMeo(330emgdob 
49993; Jobo dgqmmob oba3osGo3g0m, 096 Lyg@ond googgmoe Aqbogo~myMo RobsbyMmgd0b 
sMobyaMgJdo Ed RobgMs 3 gmd385J& CEabgo (oJ@OmMIdg. 3)’. gobG{mMmdob asMes, oxyMs0 
bye@an 9b939 gmd3smMbBoG®mMos, MmMAIgema3 Bg9ML Loggemgbom Eo Br8ymosMyAm~ Agbogob. 
2012 Bgemb dsb godmbye LodmgMgdob 3Mgdqmo bo3ymoma Aybogom Moj Zivot je tisic 
piesni, AMIAgmbs(3 Mob~osMax@o o4gb CD. 

SEC-ob @oMaemgddo 493M0 bLog3emgbom aybeoo Byb4(3amboM|db. 4qd3gemgbo fobsby- 
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GORDANA BLAGOJEVIC 
(SERBIA) 


POLYPNONIC SACRAL SINGING AS A SYMBOL OF NATIONAL AND 
RELIGIOUS MINORITY: SLOVAKS IN SERBIA 


Introduction 

This research focuses on polyphonic sacral singing as a symbol of national and religious iden- 
tity of the Slovak ethnic minority in Serbia’. Slovaks in Serbia represent an example of double mi- 
nority. They are ethnic minority but being members of the Slovak Evangelical Church of Augsburg 
Confession also represent religious minority, both in the host country, as well as, in their homeland. 
To be precise, dominant religion in Serbia is Orthodoxy, while in the Slovak Republic it is Roman 
Catholicism. The religious factor was crucial for the ancestors of today’s Slovaks in Serbia to leave 
Slovakia. On the other hand, sacral singing in their native tongue contributed to the preservation of 
their ethnic and religious consciousness in the new country. This paper was created as a result of 
my own field research conducted by the methods of interview, casual conversations and observing 
church services in the Slovak Evangelical Church throughout Vojvodina from October 2013 until 
May 2014°. 


Slovak Ethnic Minority in Serbia 

Slovaks mostly live in the Slovak Republic but there is also large Diaspora in European coun- 
tries and overseas. According to the statistics from 2008 and 2013, in the Slovak Republic live 5 
415 459 Slovaks, in the USA 1 200 000, in the Czech Republic 375 000 (http://www.uszz.sk/sk// 
pocty-a-odhady/). Slovaks settled in the territory of present day Vojvodina (northern part of Serbia) 
in several waves, starting in the mid-18" century (Crnjanski, 2007: 620). First groups of Slovak 
nation established in southern Hungary, i.e. southern Backa. Prior to the beginning of the 19" cen- 
tury they settled in some locations in Srem and Banat (Crnjanski, 2007: 620) One of the main push 
factors for mass migration of Slovaks during this period was of a religious nature. Namely, the ma- 
jority of Roman Catholic population in what was then Hungary was not friendly disposed towards 
the Protestants who were forced to move in search of better living (Kmec, 1996: 667). 

Today, Slovaks in the Slovak Republic are predominantly Roman Catholics. However, their 
compatriots in Serbia are mostly Lutherans, that is, members of the Slovak Evangelical Church 
of the Augsburg Confession (further in the text: SEC) (Rakovic, 2010: 376-377). Therefore, the 
largest number of Slovaks in Serbia belongs to the SEC. 

SEC in Serbia is divided into seniorates of Ba¢éka, Banat and Srem. Since 2008 there is also 
German seniorate. Each seniorate is headed by a senior. This Diocese counts 28 church municipal- 
ities and 13 branches of the church municipalities. Currently, there are 24 ordained priests, six of 
whom are female priestesses. At the head is the Bishop. Priests of the SEC acquire their education 
at Evangelical Theological Faculty of Komensky (Comenius) University in Bratislava, Slovak Re- 
public. Synod has the highest administrative and legislative power in the SEC. SEC in Serbia pub- 
lishes monthly magazine Evanjelicky hlasnik, church yearbook Rocenka and calendar Evanjelicky 
kalendar. Radio Novi Sad broadcasts a program Pohladz k vySinam on Sundays. 


Al 


However, in Serbia also live Slovaks who belong to the other traditional religions and there 
are members of, tentatively speaking, new Protestant churches (Rakovic, 2010: 378; Blagojevic¢, 
2014). For example, in Banat, on the territory of the municipality of Kovacica, there are nine more 
Protestant religious congregations besides SEC, whose members are Slovaks (Blagojevic, 2014). 
Atriving to Vojvodina, Slovaks brought with them part of their spiritual and material culture whose 
characteristics separated them from the population already there (Bosi¢, 1996: 32). Slovak ethnic 
minority is known for its naive art beyond the borders of Serbia. Interestingly, the common motif 
on the paintings of these artists is bell tower in the exterior or the Bible in the interior (Blagojevic¢, 
2012: 185-195). 

According to Census from 2002 Slovaks make 0.79% (59.021) of total population of the Re- 
public of Serbia. Today, Slovaks in Vojvodina are the absolute or relative majority in two Vojvodi- 
na municipalities (Backi Petrovac and Kovacica) (Census, 2011). Cultural autonomy of Slovaks in 
Serbia is achieved by protecting the right to education and information in native tongue, official use 
of language and protection of cultural heritage and tradition (Crnjanski, 2007: 623). 


Polyphonic Sacral Singing as a Symbol of Religious and Ethnic Identity 

First Slovak immigrants — Evangelists in Vojvodina immediately built churches and prayer 
homes as well as schools. Their religious teaching implied that everybody had to be literate and to 
be able to read Holy Scripture and sing church songs in their mother language. Temples of Slovak 
Evangelists are of the rectangular shape with typical simplicity of the interior. They are mostly 
single-aisled basilica that can have a gallery. These churches have bell towers ending with baroque 
caps. The church in Backi Petrovac was built in 1782 (http://www.slovackizavod.org.rs/sr/kultur- 
no-nasledje/1377). 

According to SEC teaching, all faithful at the church service sing using songbooks. Singing is 
monophonic and harmonization 1s achieved playing organ, which is necessarily used at the service. 
During holiday festive services polyphonic choir participates and it can be mixed or made of singers 
of the same gender. Pastor also sings during the service (video ex. 1). 


The songbooks used for worship are especially important. Some contain only lyrics but some 
have notations as well. In some places it was emphasized that melody was modeled on a folk song, 
for example Slovak, Moravian, Polish or Czech (Evanjelicky spevnik (a), 1992: 99, 131, 138, 158, 
374, 591, 594, 595, 596, 602, 653, 639). The songbooks changed over time. There are songs based 
on Gregorian foundation and old church scales, from the Renaissance period, German baroque and 
period of Reformation (Luther’s Chorales), from Romanticism. New songbook Evanjelicky spevnik 
contains songs based on folk tunes and in contemporary genre (Evanjelicky spevnik (b), 1992). 
Older songbooks did not have the notes, so the melodies were transmitted orally. Organ players 
mostly play using music notation. 

Regarding rhythm, singing can be divided into older (slower) and recent (faster). The older 
way implies lento, grave tempo. All the quarter notes were sung as a half note and the eighth notes 
were sung as a quarter note. In terms of expression, singing was stronger and more energetic than 
today. The sentence was losing its meaning in this older style of singing. With the arrival of the new 
songbooks during 1990s, the way of singing changed. These songbooks contain musical notation 
(audio ex. 1)?. 

Special role in the liturgical music belongs to cantor, the singer-organist. Cantors’ music ed- 
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ucation varies — some are self-taught but some have Music academy degree. Between the Two 
World Wars cantors taught school children to sing the most important hymns by heart. Everybody 
in SEC in Serbia contributed in a special way; however, due to the limited space, I would mention 
two participants in this study, Janko Siroma‘* and Juraj Sudji°. 

Synodal cantor of SEC in Serbia, Juraj Sudji is also cantor-organist in Selenéa. Five different 
choirs are under his leadership. Before his appointment as a cantor, as he says, singing in Selenéa 
was more folksy: “Older women had an influence on singing at the church service and previous 
cantor listened to them. I accepted to be a cantor if they would listen to me and sing as it is written 
in the book, in the notes”. Sudji points out that the main problem was the question of the pace of 
performance: “I had a very hard time to speed up the singers, because they sung all the songs two 
or three times slower’’. Here I would like to mention one characteristic of a traditional life in Ba¢ka, 
the area where this village is located: slow pace of life. Probably this life philosophy was reflected 
on a way people sung in the church until the arrival of an educated musician who was trying to 
“slip” them into written sheet music (audio ex. 2). 

According to the cantors mentioned above, cantors play different role during church service 
in Slovakia and Serbia. In the first case, cantor is primarily an instrumentalist whose role is to 
play the organ. In Serbia, besides playing, cantor is expected to lead singing as well, so he should 
have a strong and beautiful voice. In addition, greater inventiveness in playing is necessary, since 
musician’s attention is divided between the singing and playing, so notes are not played exactly 
as they are written, rather there is plenty of room for improvisation. In 1992 Juraj Sudji founded 
vocal and instrumental trio Vox humana [they released a tape Raduj sa a plesaj (1992)]. Members 
of this group were Ludmila Berediova-soprano, Juraj Sudji-tenor and Jarmila Juricova-organ. They 
travelled Slovak villages in Serbia and sung Christmas and Easter songs in Slovak. The people 
received them with delight. 

Composers of church music within SEC were born and they created music on Serbian territo- 
ry. I shall mention some of them: Jan Krasko Zapotocky, Jan Valast'an Dolinsky, Ludovit Zigmund 
Seberini. Ferdinand Rohon (1823-1884), composer and a teacher, he composed spiritual songs 
inspired by folk songs. Jan Valent (1941-2008, Selenca) was a pastor in many places throughout 
Vojvodina and then a bishop of SEC in Serbia. He published two songbooks with drafts of music 
notations®. After his death, at the initiative of his wife, Jan Sudji arranged those music sheets and 
recorded three compact discs (audio ex. 3)’. Besides being a cantor, Juraj Sudji is also a composer 
who wrights church and popular music. In 2012 he published a songbook with his music Moj Zivot 
Je tisic piesni, accompanied with a CD. 

Within SEC there are many church choirs. We can find the oldest written testimony of the 
four-voice singing in the church in travel journal Celebration of the first centenary by Jan Micatek 
from Stara Pazova. He attended the centennial celebration of the settlement of Slovaks in this town 
and wrote down that four-voice hymn Who for justice burns was performed in front of the parish 
Cetiler. 

The beginnings of polyphonic choral singing date back to 1920s. In the village Glozan a 
four-voice male choir was established in 1924. This church choir performed at the reception in 
the King’s Palace in Belgrade in 1938. In 1937 male church choir was established in Kovacica. It 
counted about 40 members. They sung two-, three- and four-voice songs. Mixed church choir was 
founded in the village of SilbaS in 1933. The choir had 44 members. On their repertoire there were 
spiritual/religious songs in four-voice and folk songs. They performed throughout Backa at church 
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services and secular gatherings and celebrations. During the fifties and the sixties of the 20" century 
large number of polyphonic church choirs was formed. Youth, male, female and mixed choirs were 
created*. 

There is an interesting mixed choir founded in 2011 in Aradac village, made up mainly of 
young spouses. Conductor is composer Mihal Labat’. The choir is made up of Slovak residents. 
People in their forties dominate age-wise and in terms of gender, two thirds are female. Choir 
members have no formal musical education, except for the conductor who graduated from Music 
Academy in Novi Sad. Labat has worked with them on vocal technique and tried to adjust his com- 
positions to their singing. Being aware that singing harmonies of polyphonic compositions requires 
mature choir, he designed his compositions so that they are rhythmically difficult and effective. 
This choir is special for its way of music presentation, contemporary approach to the church music 
and for performing original songs written by their conductor and church hymns arranged by him. 

His composition “Glory of the Lord shines upon us” (“Slava Hospdinova svieti nad nami’), 
inspired by one sermon in the church when the priest uttered those words, particularly stands out 
(video ex. 2). According to Labat, the moment he heard those words, musical theme of the entire 
song appeared in his head. The next song was inspired by the writing on the interior church wall, 
“Glory to God in the highest” (“Slava Bohu na vysostiach”). This was followed by more composi- 
tions starting with the word “glory” and so the cycle of “glories” was created. 

Youth choirs or vocal-instrumental groups typically choose modern sound (pop, rock, jazz, 
spiritual). The organ is almost completely left out. Keyboards, acoustic, electric and bass guitars, 
drums and the other modern instruments, replace it. These choirs perform mostly at special services 
for young people or at youth meetings, organized at the level of the entire SEC or particular senior- 
itis (Backa, Srem, Banat). Members of these youth choirs/groups are middle school age children, 
high school and college students and young people not yet married (audio ex. 4). Representatives of 
this modern direction in church singing development are, for example, youth church choir Pramene 
(The Springs) from Kovacica who closely collaborates with the music group The blue room, or 
church music group Zalm 150 (Psalm 150) from Baéka Palanka". 

Polyphonic church singing plays particularly important role in establishing inter-ethnic and 
inter-religious dialogue. As an example of this type of activity can serve Chamber choir Zvony 
(Bells), founded by Juraj Sudji and his wife Renata in 1993 in Selenéa. This is in every respect a 
mixed choir, both in terms of singers’ gender and age structure, as well as religious and professional 
affiliations. There are about 30 active members. This choir performs classical spiritual music and 
also arrangements of Slovak folk songs. Folk orchestra Zvoniva cimbalovka acts within the choir. 
In terms of religious structure, there are Evangelists of Augsburg Confession, Roman Catholics and 
Eastern Orthodox. Age structure includes three generations of singers. The youngest member is 11 
years old and the oldest is 70. Professional structure is also very diverse: from primary and second- 
ary school pupils and college students, workers, farmers, merchants, teachers, to highly educated. 
They participated in various manifestations at home and abroad. Particularly warm reception they 
have in Slovakia. 

One should keep in mind that Selenéa is a very specific settlement. Slovaks make majority of 
the population. At the same time, it is the only place in Serbia where Roman Catholic Slovaks live 
together with Slovak Protestants. Besides, small number of Serbs, Roma people, Hungarians and 
members of other ethnic minorities live there (Census, 2011). According to conductor Sudji, the 
choir was established with a purpose “to show that we can live together”. He is a Protestant but his 
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wife is a Roman Catholic. In the beginning they provoked mistrust on both sides — why were they 
gathering at homes, singing spiritual music when we have our churches? With time people accepted 
them. The activity of the choir members, socializing and joint singing of polyphonic compositions 
in different Christian religious traditions contributed locally to better understanding and accepting 
the other, who was different in terms of religion, without pretension to change somebody’s belief 
system. 

This research showed that church singing played a great role in preserving ethnic and religious 
identity among the members of Slovak national minority in Serbia. On the other hand, it is the poly- 
phonic singing of the church hymns of different Christian denominations that can serve as a kind 
of a bridge between the same national minority members who belong to different churches, as well 
as, between the members of other nationalities. Polyphonic singing of the church music can provide 
means for overcoming conflicts and for unification. 


Notes 


' This paper is the result of Project no. 177027: Multiethnicity, Multiculturalism, migrations — contempo- 
rary process, by the Ministry of Education, Science and Technological Development of the Republic 
of Serbia 


? T would like to thank all the respondents for their affability, especially pastors Ana Petrak Petrovic from 
Belgrade, Jan Cicka from Padina, synodal cantor Juraj Sudji from Selenéa and cantor Janko Siroma 
from Kovacica who helped me a lot during research 


3 From the interview with cantors Janko Siroma and Juraj Sudji 


* Janko Siroma was born in 1981 in Kovaéica. He was a cantor in SEC in his hometown. In 2006 he 
graduated from State conservatory in Bratislava (organ) and received Master’s degree in Brno, where 
he currently works on PhD thesis in the same field. He works as a professor of organ at the Art school 
in Bratislava 


2 Juraj Sudji was born in 1968 in Baé. He graduated from Music academy in Novi Sad. Since 1992 he 
teaches music education in elementary school in Selenéa. He also composes (compositions for chil- 
dren, engaged compositions, lyrical and popular compositions). He recorded large number of CDs and 
DVDs 


® Jan Valent, Spev mojej duse, Batki Petrovac 1978; Jan Valent, Rozhovorz s Bohom, Kisaé 1995 
y Vianoény spev mojej duSse, 2011; Velkonoény spev mojej duSe, 2012; Naboznz spev mojej duSe, 2014 
8 Data obtained from pastor Ana Petrak Petrovic 


? Mihal Labat was born in 1988 in Zrenjanin. He studied General Music Education at the Music Depart- 
ment of the Academy of Arts in Novi Sad and graduated in 2013. He mastered piano, vocal techniques 
and music theory. Labat composes and performs his own compositions. From 2011 to 2013 he led 
children’s orchestra and choir at the Evangelical Church in Aradac. From 2012 until present he leads 
mixed church choir in Aradac and holds music workshops for children. Since 2008 he has been a mem- 
ber of many vocal ensembles and choirs in Novi Sad and he won awards performing with them (for 
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example, choir of KUD Svetozar Markovic, choir of Chamber Music Society at the Serbian National 
Theater, vocal ensemble Akademac, etc.). From 2008 to 2013 he was the lead singer and keyboard 
player in two rock-bands (Zemljotres (Earthquake), Himera (Chimera) 


'0 Data obtained from pastor Ana Petrak Petrovi¢é 
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Audio examples 


1. Ked’ sa Kristus narodil (When Christ was born). CD Jezisi moj, zachran ma (My Jesus, save me). 
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Choir of the Slovak Evangelical Church in Padina (Serbia) 


2. Zaznej piesen (Let the song be heard). CD Budme laskou spojeni (Let the song be heard). Choir of the 
Slovak Evangelical Church in Selenéa (Serbia). Recorded in March 2007 in the Slovak Evangelical 
Church in Selenéa (Serbia) 


3. Hospodine, Boze nas (O Lord our God). CD Naboznij spev mojej duse. Author of the melodies and 
texts: Dr. Fr. Jan Valent. Recorded in March and April 2012 in Novi Sad (Serbia) 


4. My sme ruky Bozie (We are the hands of God). CD Pane, pocuj mdj hlas! (Lord, hear my voice). Jouth 
Choir of the Slovak Evangelical Church in Padina (Serbia) 


Video examples 


e 


. Example of service in the Evangelical Church. Slovak Evangelical Church in Backi Petrovac (Serbia), 
February 2010. Video archive of the Slovak Evangelical Church in Backi Petrovac (Serbia) 


2. Composition Slava Hospodinova svieti nad nami (Glory of the Lord shines upon us) by Mihal Labat. 
Choir of the Slovak Evangelical Church in Aradac (Serbia). Video archive of Mihal Labat 


47 


67165 VIGNdII 
(SPLGG05/LSISHOIBILI) 


JIMNIBINN ISMSINISN BIESIN — 8d0IN SMOLNGNISN Vd N6GISMSGNS 


JoMogemgd0 gMa-ghan 8oMBgImO QgMnd, MMdgeMds(3 d3gcmo LgmMmMsmMa(3630b dg9- 
Jgbg Loygqbgdo Jomamoab GyMoGmMasbg qdggmgbo eEnob8mMs dg4dbo. Jomaymmeb, 
bLmdbymosb, bs doMymob, obhyMyemmb wes SgMdby~mmob gMO@, JoMoyema JMa-gMoD0 
dasgoMo 965 aym, MmdAGMb (3 of Mods9Ms3mMd~e@bj6 — MmammM3 fobb, gdMogemgd0 dbod- 
B6gcmmgZ06 Mmemb obMyemgd@gjbg6 adeEMmnbegemo Jomamab (3bmM3gMgdodo, Mo~@aob Lb3e 
Jogdmsb6 gMmoe@ 9d g6ab (3m@bs(3 LogoMme Joshb~om. 

JoMogemgdob JqgmMHyJ Bsgowa LofJoMaggmmda sbsmo BgmamsmMagbgam 80M39m@ boxvy- 
3969do dgIMZ0~@S, MM(35 AMdab ad3gMoGMMdo Ho qQbIo agMyboemada sombMo. 

49-18 boagnbgdo gaMogemgdn bofoMaggemb mamdab dngm ®ygMoGmM0bg bobem- 
396, 0agdo bobsamagoo. wg@ojocme) mdagmobdo 1905-1906 bergddo wsdms3gMe@o sboemo 
Lobsamaab ddgbgdcmmds Co gdMoye~mo Ambobe~mgmds, daMams@se@, Job dobeomdmese aob- 
bobemes (bm. 1, 2). 

JoMogemgd0 LoJoMaggmmda, daMamsEse, 3o4FMMdoM ay3Zbg6 CEodjzo03gdqembo. d9-20 
Loagabob wodegab, Img~mgq EMmab gobdoge~medsdo, Mda~moabdo goobbbs gsMoym@o dnd- 
CMM0I930, Rodmysemnd@s JgdMoqmo OMsdISGymo Eobo ,30@0do", gdMowyemn gym BqMHob 
bobmo, ab&mMaym-gnbmaMogaymo dAybgqdo, wWooMbeEs gdMoye~o gsdbgmo0. /0-osbo 
Bemgdo0b @wobosbyobdo obobo LojoMaggmmb dmbobmgmdab bLogdome@ ImbBMe@Eo@m bobo~b 
dg0@agbe@b 96. 

1971-1972 Bengddo JoMmggema goMogemgdab Cosbemmgdom 2000 mysbds ~Eo8mgo bo- 
JoMaggmm. IqomgcoyMo yb Go 3960 aym, sdoGod Jomo boboera 396odo ~eoMhs, bobog~ma 
dgM0godo ao9dab53M, ~WsboMAgbo ja — Mogab Loddmd~mm abMogerdo. 

3960b g{mbmaMsdoMJogdo 80M3gce~mM0 SNCOM Cs Zn~@ JMdobo~@Me JoMMZgm@ma gdMIg9™9g- 
dab dgbsb69d 2007 Bmam moMome@gds. bMbs ~mdadabs ws agMes mgbmonG®bgmab 38Hm- 
9180 nJoOMaggemo gdMogmgdab BqmBqmyma (6mM3gMgQdo0b cCmyydg6Go(300" oghSMoab 
dg(3agM 7d9M0 83090000 ~Wsogyobobbo. 

mMdm3 Bgembg dJgGos, Mo(3_ JoMM3Zgem0 JdMogmmdab 80M3gemdo MomMdsd boJjoMa- 
390MM LEd8MZd. 8HMg4 Gab Jobosbo aym, gdobybo 3amb3g96%9: Mo Jga(3Z9m™s Jom (36M3M%9- 
dodo? MmamM dowob o6G yaMo300b 84m(39b0? Mob qbdg6g6 wo Mob ImgMosb? 

396sdo JoMam3ggema gdMogmgdob mMobsdeg mxYobo 3bmM3{gMMdb. Mo~@g_sb doma Mom- 
~gj6mdo d3aMJo, ababa dqboMg~m gdMogemgdmob oMnsb asgMansbydyeman LAgRsMengy\~ 
(396GMdo. domo 69343960 AgbagomyM aobommgydob ,ag8qeoe doe~mggo"-b Lymmodo a~mgog6 
(bem. 3). L3mms, AmAgmbs3 gomgzoMmgo bamddmgob6gemmeb, Logdome Im3sqmoMyemoo. 
og obbogmosb |mMM&J8096Md], 3a0mMm~nbMbg, anGoMbg, fobodgM% bo3M%039db9 wog3Mob, 
3M 30Mb os, 03939, agoedo LodmgMob. MasgMBwyomMo, doMams@ose@, gdMoyemo bad- 
MAMgQdabog06 dowagds, y3gmodg ImdqmoMymn 3930 bogam~mes", MmMdgmb(3 Mom dab 
yggems 3M639MGB bq ohMxyengdg6, MNIZ0 AMogomag{Mmg06o ~s AdBMMB{0ds(30qe~o Jgb- 
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Mxyemgdoor. dogomamse, LoobGyMgbM oy ymbi3gMHo ,odMgdydob gbob ymmygammmMo", 
AMdAgGMmbA(3 LodegMgdo dgbMy~mes emmab, bofbogmbabs Eo gam~mobmb mobbemgdon 
(bem. 4, 30@gmdog,. 1). 

JoMogemn dodggda0b AxybogomyMn aobomm|ds boJomMaggmmda, daMoms@ose@, Jodom- 
Ama ay Joma bodmagM{d09, MQIZ0 MUZ8IQMHyoMdo MaMM-MMAMmMs JgdMoymo bod- 
Mg9Mx(3 dgw@aMES. of BaMaJomes: JoOMMZgmMO JgdMogema 493d3960 sgbLA@Mosda —qdg8 gbo~ 
JoMogqen LodmgMgdb L6og0mmd 96 wo (30cMMd]6 JgnboMAy6mb domo JoManemo MgzIgMBwyVo- 
(3. 2007 Bgemb ,agdqeo 8omggo"-b Lygmmodo asadoMmes JoMayema bo~sdem, Gmdgmbq(3 
LogoMaggmmesb sbboddemo 9396396073" oym dmb3gqmo. 3mM6(39M Ga HM_ZGHMH ,megmbdo" 
dja Lo Jodbbse@ absbo3g@o gdMoqmo LodBmgsemgdabomgZab JoMaqea dybogobs os 3xy@- 
HAMob boMeagbob (bem. 5, 30~@gMdoa. 2), 


Hs beogd9 4WQ3MmMba Momdab 3yemGByMye (36m3gMgdsdn? 

noes smabodbmb, Mmd LodergMs Ed (39332 EMgbobboymgdob gosbyyma geo bob- 
amas. Edds@gdab EMMbL, sA3amM_dmoe@ JoMaQm MALAMMobdo smbodbs396. JoMayeno 
Lyme ~os Msds~@o(3 Lobgade Eggymgdgdab on(3amgdgmo oGModqos. doaMosd, Mo~waob 
JoMagqam MALHMMsbda oH aym Esd3Zgdqmo a3096 Msd9d@q Lodergms, 30~@gM Jogsmoamg 
smdgdeoamds myxsbds wWsdsegdob EM] L630 MgLAMMsbdo gowonbs@s (Gs Dobsobdengdo 
393Mb byby69de696, Med of 0M oYyr JoMayemo bofdgemo, Hmd LbygyMsd] 3g9%dgd0b bo- 
9639 Wo dM5390EMYIMMgZbgdo 9H aYM Cs L&ydIMgd0 JdogMgQd0 csMhbo6). abobo degmme- 
696 Jomaqem Jomo am Ladagmgdb Joma am-gdmMoqmoe@ wes Hd XYMbbob, soo yoomoab, 
somm@babs eo Lbge dmdegmemgdob Lodemgmgdb 1970-80-n560 Bemgdob (498m) 9390- 
AyoMo@ob (g0@gmdsg. 3). 

bojoMaggemmdo LodmMbamm BMse@agas gdMsgmydabomgob dgGoe@ Ibod36gem3960 
aym. Admdengdb gMadosbyma joes gog36mm, ArmodsoMs39d4yem0y43696, odob dgdega ob- 
MASHMEOJdL ass(36mMd~@bjb gMmMIsbgmb wo. . . LoJIg ao~oby3gqGoemo oym. ogbGMosdocs, 
doMhams@s@, gb HMow@a3os aMdgmeagds. od (3MGHo bboab bab, 9Ha JrmMbomdg, AMIge@mbo (3 
A396 30mgdm@om, bLodob dodo L&qdMQdbL qyZgdmMeEs, MMAMM wobsoMeEsm Mode jbodg9 m3q, 
Ad LodsoGoMdemm Wsgymmagdobsm, MMs aosyMmmes dob dgomb. g7Ma0 bo&y30m, 
doMaMsO0 BRsdyors, BoJHMdMg0@, wszgemgemos, Jga330Eme Jomemme s8aMmdgd0: Jrombo- 
mo gbymds Jeo@Mymo Lob&qdMmmb MALamMobdo (sd Lob &qdMmdo dsobse@Mmdg96 fode- 
beyono b&9%9d0). Y39CM9BIAL BQRyogdab gemagMo ~Wsd3MIgb. Job3abde~mgdn bodasbdam 
060d69396, md domo bga0d0 obg godmayyMgds, MmamM3 Bmmogqe@do*. Jombomoab 
Lygms JomMaqmo ws yodgMmyemoo, bygMmab db3gmgemmdab &Mse@a300 — JomMayemo. 

AgbogomyMa MgZd{IMBayomMo dgodegds obg smg6gMmam: LHAmo|d9 ,0dQMmab~w 9- 
co" (s6y 1970-006 Begdode@g, Mm(39 gdMoyema MyYobgda LofJoMaggmmda (36mM3gMMde- 
696) 8m3qmoMye~ma Lodegmgdo0 (36mdo~@ma JoMayemo osbbodd~mydob M73g4GyoMo@ob, 
JoMagqmo Jomo yma LodmgMgdo, mMagbGomyMo Ig~mengdn, bojoMm3gemmdo ,,dodab“ 
BoBM3gmgoyemn sdgMa3yono, abacmabyMoa, aomoymo Es MaAbamo (Ged xobbob, dmbo 
Boo~mmMoab, s~mdo6m joMoabob, Mmdobs 894j9Mo0b ws bb3.) LodmgMgdn. Mg8gM8ayoMo aod- 
COEMIJdNMos MSbsdj@MMgZ9 Jg3AM8yEMn 8M8qEmsMymo Lad~rgMyd0Mm, bmerm d3gcmo Load- 
M9960 bdaMoe@ sbs~m L&omdo, msbodg~meMM39 Ma8IJam LHAme@|do (g0@gmdsQ. 4). 

dg GoeE LonbGyMgbros soMomgema JoMagg{m JdMogmoms JaoMbo~mmeb abMogerdo, Mo 
begds af? MmamM obe@nsb abobo LofmMbaemm B3gqmgdob? (Z0@gmdog. 5. Oy. 7) 


doManggmn gdMsgemgdn 3965dn — Jen |Gs~@0(3agdn ~ws nbGgaMs(305 49 


abMagerda deoMbaemnab Ly3Msb]q JoMoryenn Agbogs Jomdmdb, 69939-so8oMdoema om(3agngo- 
moe obMnmgdb JomMoxjem (399306. abMogerda dmMbaemb qQ3Mm JoMoxyenn geme32q4Mn ~ws33Mogb 
Cd RAM Bosasgh Joma JoMbamb. 3q6sda JroMbaemo yQ3MmM Imd3gv%4yMns Cs Dsb3obdeng7d0(3 
L8g3omayMee@ bsdb qbgsd96, md nao SmemngqenMab Abasgbos. M736 ogb8Mnsdo_,,JoMagge 
qommas QmMydob“ yrmo3nm mogdgomdoMgb oMds 8560b sdab dgbsb69d 330069, dob dod9b0 bg sdob- 
L6s: ,abMogendo AgGo JoMagqemns, ogbGMosdo (33MBsbo 39M Co, Jajbgr@og9e LxyMgamabs, y3qcmo 
39M s69Mb67db derabgamb JoMorqeo (39330b dabbogengdgenn, or7d(30 sdab A3ceqemmds 3a ofgor. 


cob 336s: 

1. LojJoMaggemdo (36m3Mgda0b 2600 Bemob ob &mMoab dsbdamby JoMaggends gdMogemgd- 
ds dgnbsMAxybgb aqe@onbdo. dom bLogymoma BMoea3agdab wsoMymeaoab goMgd9, S930 Mad 
Agoagabgh JoMaggemgdabsg06 wo dgdega, ms6 dmaGsbgb ogbSMoodo; 
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Mabgobs, gemgbs. (1998) ,obMsge@ob fob J39d*. obsemo JoMayen gobgao0. NE39, 7 bod&gdagho 
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1. goMoqemo bodegms 3o30 bogomo. 36(39% Ho 06% 7d4G0b g bob omer3e0mGo (Folklor der Seidenstra- 
Be). 17.02.2008. asmomgdyqemn Bmbs Emdadobs Ws AgAMOS MObmonGbgGab Jngh, absbgds ogbhGMoob 
Ig({bagMgQdEM sgo~@gdoab ymMbmaMsdoMJa3do 


2. JoMagqma Lodmgms Lyemajzm. 36398 Mg9G®O MeEgmbdo. 10.06.2007. aswmomgdjema Bmbs ~om- 
daodabs ws agMes mabmon®bgMab dogm, absbgd9 ogb8Manb Ig(36agMAdoMs sgo~gdoob yBmbmaMo- 
doMJo3do 


3. 60 Bmabmogab odam9. bmbs ~mdadab 3oMo@0 oMJ0g30 
4. deomboeno bob&aqdme »80m8mbab“ MgbSmMobdo. 04.03.2007 


5. JomMaymo bodegms gabooe, zaboe 


6. JomMoemo (39330: http://www.youtube.com/watch?v=ujavaM2CHpk&sns=em 


7. gJoMhaymo bodeagms dbme~mme dy6. http://www.youtube.com/watch?v=ujavaM2CHpk&sns=em 
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NONA LOMIDZE 
(AUSTRIA/GEORGIA) 


GEORGIAN JEWS IN VIENNA — THEIR TRADITIONS AND INTEGRATION 


Jews are one of the most ancient Diaspora populations inhabiting the territory of Georgia since 
the 6th century BC. Hebrew was one of the six major spoken languages in Georgia together with 
Georgian, Khazaric, Aramaic, Armenian and Greek. 

The second wave of Jewish people came to Georgia during the Ist century AD, when the Ro- 
man Emperor Titus destroyed Jerusalem. 

During the 18th century Jewish people settled in almost all parts of Georgia. Synagogues were 
built. The construction of a new Synagogue in the centre of the capital city, Tbilisi, was completed 
in 1905-1906 and Jewish communities settled mostly in its vicinity (fig. 1, 2). 

Jewish community was mostly engaged in trade. 

At the beginning of the 20th century, for a short period of time, the Jewish library was opened, 
the Jewish dramatic theatre “Kadima” was founded, the Jewish Cultural Centre and the Jewish Eth- 
nological Museum in Tbilisi were established and the Jewish newspaper was published. 

In 1971-1972 about 2000 families of Georgian Jews left Georgia. Vienna was an intermediate 
point, this is why some stayed in Vienna, some went to America, and the others went to their mother 
country Israel. 

The first audio and video materials about Georgian Jews at Vienna Phonogrammarchiv date 
back to 2007. The project “Documentation of Georgian Jews’ Life” was initiated by Nona Lomidze 
and Gerda Lechleitner and was financially supported by the Austrian Academy of Sciences. The 
archive is periodically supplemented with new materials. 

The first generation of Georgian Jews left Georgia about 40 years ago. What has changed in 
their life, have they undergone integration, what do they listen to, what do they sing? 

There are about 200 families of Georgian Jews in Vienna. Georgian Jews are incorporated 
in the Sephardic Centre together with Bukharian Jews. The children get their musical education at 
the Jehuda Halevi School of music (fig. 3). The school directed by Gilkarov is rather popular. Here 
alongside piano, violin, guitar, wind instruments, vocal classes, lessons in singing and choir are 
also held. The repertoire basically consists of Jewish songs, most popular of which “Hava Nagila” 
is sang at every concert, however with diverse, improvised performance. For instance the concert 
at “Folklore der Seidenstrasse” was interesting where the song was performed with do/i (drum), 
saxophone and violin accompaniment. (fig. 4, video ex. 1). 

Thus, musical education of Jewish children in Georgia basically implied studying Georgian 
and only very few Jewish songs. In contrast, Georgian Jewish children in Austria learn more Jew- 
ish songs as well as maintaining their Georgian repertoire. In 2007 a Georgian evening was held 
at Hehuda Halevi School, where ensemble “Pesvebi” from Georgia was also invited. They also try 
to advertise Georgian music and dance. The concert held at theater “Odeon” aimed to introduce 
Georgian music and culture to the Jewish community (fig. 5, video ex. 2). 
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What is going on in the life of older generation? 

It should be mentioned that song and dance are inseparable part of festive celebrations. Birth- 
day party should, by all means, be celebrated at the Georgian restaurant. Georgian feast with tama- 
da (head of the banquet) is another necessary point of the celebration. Due to the fact that singing 
was not allowed at this restaurant until late at night, they celebrated the birthday party at another 
restaurant (and complained a lot that there was no Georgian food, the party table was not rich in 
diverse dishes, and the guests would remain hungry). They sang Georgian urban songs both in 
Georgian and Jewish, and the songs of the 1970s-1980s (retro) from the repertoires of Tom Jones, 
Barry White, The Beatles and other artists (video ex. 3). 

Wedding traditions were very important among the Jewish people in Georgia. The parents 
would meet each other to discuss the engagement, afterwards young people would be introduced 
to each other and finally the agreement would be reached. The same tradition continues in Austria 
generally. Some time ago, at the wedding which we filmed, the father of the groom told the guests 
how it had taken him a couple of months to persuade the bride to marry his son. Main steps (i.e. 
the consistency) of this tradition are actually unchanged. Only the conditions have changed: e.g., a 
wedding takes place at the expensive restaurants of high class hotels (the guests stay at this hotel). 
Everything has a touch of luxury. The hosts do their best to make their wedding look like a Hol- 
lywood party. The food at the weddings is Georgian and Kosher. The wedding table traditions are 
identical to the Georgian ones. 

The music repertoire can be described as following: “at that time” (1.e. former) Georgian pop- 
ular songs - the ones from the period when Jewish families lived in Georgia, until the 1970s. It also 
includes Georgian city songs, oriental melodies, and popular Georgian, American, British, Italian 
and Russian songs of “that time”, such as, for example, Tom Jones, Bony Tyler, Albano Carrisi 
and Romina Power. Present day popular European and American songs are added to the existing 
repertoire. Old repertoire is often performed with modernized rhythm, and the style of the song has 
changed (video ex. 4). 

Let us draw parallels with wedding parties of Georgian Jews in Israel, what happens there? 
How do Georgian Jews celebrate weddings parties (video ex. 5, 6, 7)? 

At wedding parties in Israel Georgian music prevails, bride and groom perform 7sekva Kartuli 
(Georgian Dance). As you see wedding party in Israel has more Georgian coloring, is more like 
a Georgian one. In Vienna wedding parties are more pompous. They particularly emphasize that 
wedding ceremony should be like in Hollywood. 

When I asked Irma Pani — former chairperson of “The Georgian Women's Forum” in Austria, 
she explained this as follows: the number of Georgian Jews in Israel is larger, in Austria they are 
fewer and despite the desire they cannot invite a person to teach them Georgian dances; though 
there have been several attempts. 


Conclusion: 

1. During their 2600 years of history in Georgia, the Georgian Jews maintained Judaism and, 
without deny, their own traditions; they also adopted a lot from the Georgians and then brought 
these to Austria; 

2. Georgian Jews make efforts that their children do not forget the Georgian Alphabet (writ- 
ing), Georgian songs and dances. They organize work-shops and create ensembles; 

3. During weddings and religious festivities they sing Georgian songs and at parties they elect 
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tamada (leader of Georgian traditional feast), who proposes toasts; 

4. The same repertoire is performed on holidays as in Georgia. Some of the popular old Rus- 
sian and Georgian songs are translated and sung in three languages — Russian, Georgian, and He- 
brew. The repertoire is supplemented by modern Israeli songs, the Israeli State Anthem and modern 
European Songs; 

5. Children attend Jewish, Austrian, and English schools; 

6. Families speak Georgian, listen to Georgian music, and rich members of the Jewish com- 
munity invite Georgian singers from Georgia; 

7. We may also conclude that the Jewish community in Austria maintains ties with Georgian 
expressive culture, which is important for the maintenance of the Jewish Georgian Diaspora. 
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Video examples 


1. Hava Nagila. Concert the Folklore of Silk Road (Folkler der SeidenstraBe), 17.02.2008. Filmed by 
Nona Lomidze and Gerda Lechleitner, preserved at the Phonogram Archive of Austrian Academy of 
Sciences 


2. Suliko. Concert at Odeon Theatre. 10.06.2007. Filmed by Nona Lomidze and Gerda Lechleitner, pre- 
served at the Phonogram Archive of Austrian Academy of Sciences 


3. 60" Anniversary. Nona Lomidze’s personal archive 
4. Wedding party at the restaurant of Hotel “Hilton”. 04.03.2007 
5. Wedding party in Israel. Georgian wedding song Visia 


6. Wedding party in Israel. Georgian dance: http://www.youtube.com/watch?v=ujavaM2CHpk&sns=em 


7. Wedding party in Israel. Mkholod shen. Only You: http://www.youtube.com/watch?v=ujavaM2CH- 
pk&sns=em 
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LyMGonn 1. bLobsamas mdomoabdo 
Figure 1. Synagogue in Tbilisi 


Leyison 2. JoManggmo gdMogmo, 99-19 Loagqgbob dmem. 3m8m obser Joma go9- 
oog@sb 
Figure 2. A Georgian Jew, end of the 19" century. Photo from New Georgian Newspaper 
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LyMonn 3. o98@5 Boemggzab Agbogzo~m Mo Lyme 3960do 
Figure 3. Jehuda Halevi School of music in Vienna 


jehudahalevi..... 
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LyMonn 4. 3639 Hob, “Folklore der Seidenstrasse” 384maModo. 


Figure 4. The progamm of the concert “Folklore der Seidenstrasse’”’. 
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Lymonn 5. 9580 MOIMbdo asdsManmon 3Mb639M8ob dadmbag~gs 
Figure 5. Review on the concert at theater Odeon 


i Georgischer Folkloreabend 
4 
Es ist bereits zur Tradition geworden, dass 
das Jehuda Halevi Zentrum zum Abschluss 
Silke eines jeden Schuljahres, eine grofe Veran- 
staltung auf die Beine stellt. Nachdem letztes Jahr ein 
bucharischer Folkloreabend organisiert wurde, gab es das 
Bediirfnis, dieses Jahr das Augenmerk auf die jiidisch- 
georgische Gemeinde zu richten. Am 10. Juni fand daher 
im Theater Odeon cin Georgischer Folkloreabend statt. 


Ziel dieses unterhaltsamen 
Abends war es, dem Publikum 
einen kurzen Einblick in die 
georgische Kultur und Musik 
zu vermitteln. Die Eréffnung 
des Abends tibernahmen unsere 
jungen Talente, Sara, Rachel und 
Ronit Kaikov, Natalie und Marina 
Elashvili, in Begleitung von Maja 
Sastraposhvili mit dem georgi- 
schen Volkslied ,,Suliko”. 


Danach folgten auch schon 
die Stars des Abends: Das 
Pheswebi-Ensemble. 
Volkstanze, Trommeln, Wurf- & 
messerkiinste - dies und vie- 
les mehr boten uns die Stars 
aus dem schénen Georgien 
dar. Nach einigen beriihren- 
den Liedern kamen wir aber 
auch schon zum Finale, in 
dem Maja Sastraposhvili und 
das Pheswebi- Ensemble gemeinsam das Lied ,,Lale“ san: 
gen. Durch den Abend wurde von unseren talentierten 
Moderatoren Chaja Kaikov und Chen Nagaraev gefiihrt. 
Das Publikum blieb noch iiberwiiltigt auf seinen Platzen 
sitzen, doch wie alles Schéne, nahm auch dieser auBerge- 
wohnliche Abend ein Ende. 


Wir méchten dem Verein Georgischer Juden, der Firma Megret 
& Co, Familie Zach, Dr. Irma Pani, Familie Cheny, Familie 
Gal, Familie Schataschwili, Familie Morris, der Kulturabtei- 
lung der IKG, Elionor Haber, der MA 2, BT Mladensich, der 
MA 7, Dr. Sari, der MA 13, Herr Neuzil, dem BM fiir 
Unterricht, Mag. Martina Maschke, und dem Stadtschulrat, 
Dr. Giirtelschmied und Mag. Nowak einen groBen Dank fiir 
ihre Unterstiitzung aussprechen. AuBerdem méchten wir 
uns bei allen Beteiligten dieses Abends fiir ihre tatkraftige 
Unterstiitzung bedanken. Chaja Kaikov 
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by MabBs6 — Mgagambyemn L&agmgdn 

BabsdeogdsM\9 ImbbLy69d9 gbgds MAgamb-yem LSaemgdabs ws I30M|Lbmdg7d0b Logambb; ob939, 
08 aL{MMoqem Jobsmob, Gmd~mab Jomemme bobamams 3363eg9d9 EM|3z06~@g9m 38Mo480go- 
do. dobdo asdmyg6gdqmas sdmboMo@gd0 o3HmMab L&oGoaw@sb (Irgens-Meller, 2005) Co 
Boabo@sb ,dqbogo bxyMob&obdo" (Irgens-Moller, 2009). 

dsboms gdysMgds M~M|bSM® (Ws JoMam) JeEgmagManbs ws jmoyb BgIMenbsbeab Bo- 
BobgMgdb. 1953-54 6.6. gegmdgMan wo RIM@nbsben dmbsbam~mgmdeb96 3gboba Bobemb- 
Cabse@do dodmg3gbam gJb38ge@a30sdo, ogmobgmdo. 

bodge@boagMme, 09 g4bdge@a3agdab eEMMb aboba smgqMgambo oy3bg6 8MMHGHo8qemo 
Rodb9Mn doaboGmambygdom. byMabGobob dobbsgmo gooaMdgmgb gregmdgmado wo dobdo 
Igyemg|d, JIomMamd, 1964 ws 1970 Bergdob Boybqmoab g4b38ge@0(3093d0; Jobo~@ms dg~@a9d9 
wosbemmgdom 350 AgnbogomyMo hobsbgMobaob. 

BabsdegdsMy ImbLybgdo0do ynMo~mg|ds aodobgamgdqemns 3mM30E~mgMH 8mMmMg\mMbn0bq, 
BIMIME BO Zd0Qo~mob ECodemmdob Aybogsbg, Mmdgema(3 gobobamgds, MmMamMH(3 ybadgbg- 
Mmmgo6gbo byMoabGobob Iybogodo!. Bgdo AmbbLybgd9 gdLsbyMQd0 bge@mdobsb3~@mId0 smby- 
Go~mmedab LHymym@obs ws 3mM%q4GoMgoob?. 

ImbLybgSab Eosby3bamo bobo~mo gbgdo 89Mybab Eodmmdnb Bmmagmboob. 


B9MaMIg9305 
KAMabGobo Erg oMab sgmsbgmoab bsbam~o ws aosbmogbygdyemos Bnb~on3ydob Jge@ob 
LodbMy{m BgMOMdb] (Lym. 1). 


abensd'bg deg(3939 
49-19 Low gybob dmenmdeag, bobsd byMabBobb ogmsbgmab sdoMo sdewyM Ms8dsbo ~ondsy- 


AMdE@s, 030 36mMdam~Ma ay MmamMM(3 JgoRoMaAbL®sba — bsMIsMams daobs; LOmMMHJe Mod3- 
dobds dgImMaGobs of obersdo ~Es JZgyobob qEmMe@s byMobGobo — obj Lobome@oab Jobs. 
PosbaMagh seEM|N{ma BgoRoMabLGobob GodMyJda, bo~mm393960, Lodombgd0, dom domob, 
Co@JdNmo 3qd3qmab yrdgo (39%y60b 399), Mmdgma3 1890 bgmb ombgmamns, Hm- 
BMMH3 »939mob] SIobeSs Loggmo Iagemb joyaMabssbdo%. EobsgemgQm byMobGobobs wo 
dodasmob Logmgdo gooboeayMgb, Imbobmgmdo yo ao~@osbobm|b ~masMab bgmdsdo, 
Jodqmob dobemomdmseg. goo momdob dgdega, 09939 Imbobemgmdob, MmamMi3 gMagqen 
AIghyemdsbgdb, qoRxmgds dob3gb, EodMybgdm~e@bg76 ddmdqmayM s~gomy|db. 

300290, BoOMybo Ed dd3%y60 do~mosb LEMsgQee@ Imgq(3696 abe@msddg, Mob aodm3 od 
Agaombob Logmgdo wobaMggob gowoyMhes. 99-20 bLowyy3qbob 80%39~ bobgg0Mdo dIm- 
™Mgddo sgMdo~mgb GMo@30960, MmMdmM|d0(3 dJgqQMo(3bymaR@by6 obmmodb, doamsd Heomy- 
MobHyemo 043696 od GHMoeaizagdob JodoMam, Mmdmg|dai3 Gsgemgdoe dame 3bdymageoa 
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aym. sbgma Mdag~ma ImemGogo 1960 Bemsdeg aoamdgmes, dobsd, bobsd byMabGobdo 
B5gOLGHo96jma YAbeEsdg6GomabSgd0 dgagMgdmebygb. Lodegme, (39339; Wo Iybogomym 
06L8Md96890%9 CE533MS JdbmME~rMeE gZo0Q9~mob Esdmmdab LodbMgm bobo~mdos dgdmmfhg- 
boca (Robertson, 1896: 389). 

70-096 Bengddo bb6gs 8%m39b9dd0(3 Jgajby3gb bao Lobmas@mgdsda dadenbomy 
doMgqm (33cmomgd9ob. bobsd dIaob doMob bLogamgdo sdgbwmgdmes, 39Md9M9d00, Mm- 
Agemar(3 LodmgMHJdbq obengoeEjoemaMa Lo3bm3gM|de~mgd0 EsGmggb, d(30M] Mg|dgd0b fo- 
Amyoemndgds Eosabygb. 80d8mbs Es ayxoMob dmbobemgdob BHe@s bodbMgm byMobsob- 
do den@osHo smyMo LodmgMgdob omgabgdsbmsb oym wogogdaMgdyemo. grmdnbob&gJdob 
LodbgeMM aow@oGMosmgdab dgd~@ga, 1979 Bgmb dggMdo byMobGobymdIo CoGmgeo oJow- 
Amds, bmeam Mgyodob eEo3gdob dgdega, 1992 Bgemb wodMybeEbj6 ~o Mogabo bogymmg- 
39/3 CoOdMAbgb. 

85d 8HObL Z94Mgdab dagh goeobeamon shobmonMygdob gobo, 1990 6. by Mab Sobgem gd- 
do gge@Moab yggd0b ¢Mo Eoabygh, Modo(3 Bqmdy WodyoMydqema g3Mbmdajzo aobsgamoMe. 


ab&mMos 

32B0M dab dgbobgd aLGmMayqema (36mdgd0 dboMos. doMams@o bysMmgdo, MHmde~mge- 
bog dgyydemoem bomgmoa dmsgabmb byMabGobgmgdob ab&mMosbs ~s bsMImMdmdob, oM- 
dgmemaogm (36mdgdbs ws d3gmo gogoMgdob 980% go@dmr(3999db gdyoMgds. obobo 
ImagombMmdg6 Agbogo~mynM BMseE0(309dOg(3. goomdgi3bagMyemn bsdMmdgd0 ag30hggb9- 
396, md gogQaMab Lodbmasemgdsb S93Mo ofgb boghmam seEeM|gy{m@ma BobSomb bodmas- 
CEMgdsbosb; 99G0(3, Jgbodemms Mmd LEMMH{e@ yogQoMab Lobmas~mgdsd Jobi3o ~obodsdo 
abeEyM LodysMmdo dadmbodm3gmqm bagh3gb (Klimburg, 1999: 58)‘. gb mgmMos doob- 
oMggJ00b — Bghabs es y3xyboMab dobosMmogmob6 Zobel ymdzob bsbamg3qd0b smdmhgbsd 
aoodyomo. 

JHM-JgHan Imbob6Mgyd9 30930M dab boMIMdImdab Jgbobgd 548 30(39db, md gb bombo 
omg bobem) wowab xoMab woMAgbama ymbGoagoGob dasdmdsgoemoo. JMab&gdImdod- 
09 327 6. semadbsbem) wCa~ds Jodyemab wosd~mmdby ImaboyMmdabob xoMgJd0 y3qyboMmab 
Cosdemmdab396 a92°b936, Lows(3 dom EMm|gzs6begma byMabSoebob bodbMgm bodmg3go0mb 
Romomgb. gb mamMos qoMyggb Igq(3bagMymo Logyydgemgdobs wo IG®ygo(3goqengogdoob yJmb- 
mmdab adm; mnd30, bmangMan bLoabab, dogsmomse, Myzabob bodggbob wobobgmgds 
KyMabGobdo dgMdbymob shommanqMos, bmangMoabs — dgMdbyQmob Ibaogbo, Jsas~mon- 
oe: dobo — byMabSsbymse@ ws dobm 3omMbo dgMHdbyyomoe (Edelberg and Jones, 1979: 14)>. 

SMEMM J38HM8gE0, MMdAQGMA’3 LQMaLGobdo joQaMab BqamB AMob LHAmMse g%bosMo, 
bg 30EmG]_H b3m8B Mmdobbbo oym, an~manmdo sMaGhobgem0 sagbGob omagmbmb wry- 
Mobeab 8oMse@0 JoMyamMan, Mmdgmomob bLodbsbyMa dob 1894 Bgmb woobym. dobo boabo 
robe 3qdob 3oRaMgJd0" 1890-91 Bemgddo jode@gddo (dsdaomob csdeondo) dob ymobob 
oMbgMb. boabo asdmggy6e@o 1896 6. es BoMdmowagob dgq3gmgm BysMmb j3ogamgdaob 
Mgmoaaabs Ed BymBHqMab dgbbogmon EoobSyMgbLgdqemo 80M gdo0bmg0b. 


Agenans 

KQMabGobob gobogqMa Yay7Qgd0 LoydMmdg6 3oQoMab ws CoMEnjob 969509, Mmd- 
mg9d0(3, Mogob dbMng, g3qmgbob abem-aMosbym asbdsmgdob wes obosMQd96 3g9eE~Mo 
Od SZAbLHoby\Mo GHoLAgdob MAgmogoyM GMo@a3osb. 1950 Gemsdeg jo~wg3 (3-(36ergd0 
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043696 oboba, gobs3 dggmo MaemogoqMo B®Ms@0(300 sbb3g@o. 

dabg@s30@ dobs, Mmd MacmngngqM BmMbG JbGdo MoMadsba bdoMs@ oM99~@9330- 
HAMS 20EdMga3(390b GH dbGob dobsoMbb, (3bs~@oe@ fobb, Mmd BgogamMab MaGyomgdob 
Dg7LMAEmgd0b HMoea30sdo Aybogs jgoMase@ oMab dobsbyemo. bobg3Z0Mbowy3q6m30b60 ob- 
modods3aab daoyybgmogoe@, gogmagmanbs ws BgMenbsbeab g4bsgeag3agdob emmb gb 
AgbLagomyAMa GHMo@030o LHA7moe@ oH godIMBRzeEg~4e~mo (1953-55, 1964, 1970). asMes sdo- 
bo, 939930 GMs@0(309d0 9YM Cs3qQmoa HMseEa3ayge~ JrMomyAM Lod~agMobs wos wodobo- 
bosmgdgem bo3%396%9 — 3mx%0 (wadzh — SMR), bomobao (saringi — gomeabr) ~o WHdo 
(urba — d5Gdom0) E533MSdo. sdobmIb, AgbLagomyM LAM 74G®jMsdo BoMayje~o M8990, 
AMIM|S0(3 EMEM|d0M, EoboMByodo bo3Mo39d0Ms Ed GBsdam LHAmMeO Jd, JgImbsbyyemos 
AMAMAZ (393306 obg, Brasw@se, Agbogob Lobay3m3bemme doodg6ge~mgebo bobo. 


Agbags 

BQMabGobob Agbozob Jgm@oMgdabob (396GMoemyMo obaob Amdoyxbs39 Mg—0mMbgd0- 
bo @o abeqmo byd3mbSabg68ob GMo@a309dm0b, gmobegds obgmo sqbo3oemyMo bo- 
dsb-mgab 9930, M(3 domemmeE byMabGobymo Aygbozabmgabos Wosdsbobosmgdgmo. dob 
BME, b9(39330M Aygbogob EmIdnbaM|]d0d gogm bo Imobenbs LodImgMgdab gRoMam Mg8- 
JMHHIMd), BegaGabs wes WoboMByodob Logow@obb3o QBxybJ(300m. Agqbogo~ama Hg389h- 
AHaoMab gb ob3g4Go bonmoe fobb oymagy@m HMsea3oyem dgqbojzodo, myd30 od Logham 
agabgdab doybg@o30@, Jam IrMab 0% oMbgdmodb M099 Byem@ymyemo yo3domo (bem. 2). 

Bmas@ose@, LodmgMgdo0 Layns~myM asMgdImMdo LHymeogds. g00g9mo0b ~sdemmdby Lo- 
aq76em Lodmgmab gman Lobgmdab abgmo Momegbmdss hebygMomo, Mmd gb qygobobg6ger0 
Z0029Mab 8mmQmbayMa Lodegmoab 3306 8gb96(300~ Jgademgds dagohbama. od(39, 9d 
abogomyMa bobadmgmm dImogombdosbmdob Gosob a3ggMeom, bLb3ge Bodgd03 ahgbb mogb. 
39 {MMIQdaL LA|MAIHQMs daMams@sEO IMBME Qdo-sobybBgo0 sagdqemo. g90a9mab 3memo- 
RmbaNM LodmgMsdo bdgdb seEaammdMago Lobgmbmeagdg9d0 o4gm: 80M39e0 bdo — Jogr- 
omen (mil-aldl), dgmMg bdo — om-o~mea (at-alél), anbeo — obodhagmmg (asamchilog). sd 
ImbLybgdab RoMam|ddo Jomo Mmm aobbobm3Myemos, AmMamM(3 bsdy3060 ~o ~sdbdoM9; 
MMH039 GHgMdabo bsbybbgdoo syBMoagqmoa woboMByodgdob Agbogab ombyMa~@ob (Edelberg 
and Jones, 1979: 16). 

89M AOL ~Codemmdob bLoaybeom Agbagoda 03039 ImEMe@Jgdo-sobybob 38mHab(3od809 aod- 
Mygogdyom0, Lamm 89MGHo IMBMEQdab BybA(309b sohMHA~mg|db, bream gxybed jo 4WRMmM~ 
amdgmo dgmmeayMo bsdam dsobybmdb. IMogo~mbdosbmds 89Myjbdo adgoomse@ 2a363~@9- 
35 Ed daMamsEse BsMIMeEggbomos, MmMaMM3 BrgaGob wsdImayjgow~gdgmo soMBoob, 
LAMM Loaybeom Iegmab Es MaGHIQmo ao~mmdonb ymddob(300. 

39dIGHML Logybem Aybogedo, daMams@se@, qoobmbsyMa bLadegmgd0 goMdmdb. od 
3o6obz6gma aobydgmMgdgmoa AgmmeagMa Mgabgd960 043m, Mo(3 dom 3Z00Qsmabo ~@s 
89M job LGomobsgs6 ao6ob630390b. 

Laem Ladmgms wogogdaMgdymos g00,9mqM0 3gmxXobe (oMqQ0) ©o BoOMyNbyy~mn WH 
d5b (S8Md0E0) BQbazsbab; LadmgMob sbobosmgdb o6HMMZgM Hye L&omo, HmMdgedA(3 
bds Mam mb bLogMogob yorgmMosemdob saMdgemgdb (sEAN~MdMagZ9d0b bobgmegdam, gb 
bogmomyMo bodegMos). 

sdMngQs@, Dobos Bsmgmb 38y3g96b Agbogom Mo aosbgameMgdab od go6bb63039690b, 
AmMAgmas(3 B6gegd0M byMabSobob bod ~odm~mmd%dg, bow@s(3 obemodobs309d@9 JgMma- 
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32MMgZ960 BQmBygMs oy gogMoEggmgogaro. 


8memagmbns gsnase~do 

SmemagmbayMn bLadmgMs 

gonasmab wEosd~@mdnb ImmngmbayMa LodggMs (ogGmMoab dogh smbodbyemo, Me- 
3M(3 ,LGorb6@oM8qemo bode gmo*) 3363-909 mmgboMS gegmdgMaab fobsbyMgddGo. sdob 
goM@s, JIsbo~mob mHo Agbsdgen IqbogomyAMseE JMO ws 03039 Lod~rgMos, as6b63039d~- 
mo domme GyJbGoo. woboMhgbygddo, dJoybge@sg0e@ odabs, Gmd AybogomyMo@ Ibaogb 
Ag7eMMEAQM QMMIQMsb JgaxndbgQd0, MMa doMaomsed LO~MmM dJg~mmens 3g9MMEIJd9, Md(3 
Jo ,bGo6@osMHqmo* LadegMgdobasb go6ob63039db. dgadmgds MaGdqmo 389%ome@gd0(3 
ZobbLbgo3e@jdmegb, dogMsd LodxgmMs~@o Omdo ~emdobaMy|db. 

dagmb 3ymmgq(3osdo a363~@g9d0 dJomame Joommes bodegmgdo0b 10 fobsbym0, Mmd- 
™Id0(3. JeEgemdgMaab Agymrmg|d wosgadboms, m3 1964 Bgmb ooqbeob dagddo, bmn 
1970 Bomb go0asmdo 493d39dm06 gMmse@ odImMaboyMs. aMIJdcmob (EMgy~d9689(309 (Edel- 
berg and Jones, 1979: 16) dg0G03b Joomme RobobygMgdo0b 2 dogomomb (bem. 3). 

rbLGsbooMBqmo" bodmgms LHAmeo 69 mMHo bmomob Sob (Body3060 ©s ~wsdbdomg 
bd9d0, Mmamm3 349(30E—™gage0) © aybeab dagm. gb Joasmamgdn hobgmMoa~@mas bmg gm 
Imbeogddo. axjbeEA 9MM3Z9d9 WsdbdsM] bdob MaGdom, MaGdyemo Ladeagmoab gdsG Jeo G®sdo 
© WosbsMByoIo bo3MogZ0, Jsdob Mm30 Gody3o06o bdo shMyemgdb dob MHoGIyomoe aowosea- 
amgoqem dgmmenob. gb Igemmens Ab~|Sgd0 gybeabs Co ~EosdbdsM] bdob 8o4qj bob eEMmb. 

Lodmgmab @obobyobb d9dm@gaa bdgdo odgl: Bodygo060 bds @wodbdoMgb ,,.yh3gg6gdb" 
BMo bb, MAMAGMbs3 ab dyobogMo@ odgmMgJdb. 

d99@98 Bsdygo6o bdo oby9db dg~mmensb wodbdomg bdob Aynbogomyma gBMobob 
dMMM HMbo@sb g9Mm Gmbam bg9dImam, Mams3 Eodbdomy] bdob soybob ogbgdb. sbbodd- 
Ma QAMAIJd9 bsdy306 bIQdL BModgd0b dgmamby o6 dgbymg aodgmMydob Jgd~@ga, odob 
Jd9G Joo CoboMByodo bogMosgab sMBoo. goMyggq~mo EMmab dgadeEg_aA ayyben BModg7db 
Iomob oMbydqm so bgddo Godb qy3Mogb, Gam(3 9d MMH gemgdgbG®b gMadobymoob 0303- 
domgdb. G®odo gdmb3930 woboMBysdab 89MGoob 80%3gq~m dobgomb. Ma 8do bdoMs@ 9/8-o 
Cd AYMBS LodggM Lodo~w. WobsMByodo qyMogb yrs3gemo JgqmMoGdob 8oMZg9m wes dme~m 
dob30mb9 (seyoomdog. 1). 

sMbobadbsg00 BoMIMbaYE@a a~go: bdIgdb ImMab AgoEMm ab MZemgd00, Mob dg- 
C9A9e LoagqbenMo obGyMZ0Emgd0b Iqj@dngZ0 CabsoMdIMbnss 6994396 Co ~CosdbdoM] bdIgdL 
©d, 93%9M39, CEsdbdsM) bdsbs ws awbeab bLodegmseb ImMab. Abasgbo somdmbaxyemno 
a@ go obogmgamab XX boaygqbab 8Mmaegboymo Aybogoab 89H Go 84MIddo ,,3mobGyMoe" 
aBMeEgds. sdob dbasgbse, go3doMo bsdy306 ws ~sdbdoMyg bIg7dL deMob, dgnde~mgds, od- 
939 Lag9MmeEsb6 Lbgo GgMdobams(3 s@abadbmb, ygAMdmrme@, ,daGMbseEmmedna". bo; 6e@gdob 
CaLsoMdmbos dgadmmgdo gobgabo~mmMm, 93MqMgBgq, MrMamMi3 grxXOL y~ogMo~@mdob goah- 
dgemgos. 

dobg@530E IAge~mme00b agaggmdobs, AobobyMgd0 agahgg6gdb, MGmd Lodmegmgdob &J- 
JbL&gd0 qoogomyMos (9396md960, AmdAgma3 (36mdoemoo deny Odo). SH dJbAgqe0 JIg0(303b 
Body3060 dmdmgmemoab dog dobMamgdqm bobmG®dm, woGoMgdabs Eo aodmbombmgom 
LodmgMgoab, w@odbdom) dmdmgmoma, Mmamm3 Aobb, domme ymdgbGoMQdb odoG ob, 
bream axnbeoa qboGygme Imgmoab, 06 04939 GgJbGb odgmmydb. 

bobsd bbge Gad80b 3gmgomyMo 8mmagmboab asbbamgeb9 aowog0@me@ag, Ib Amb 
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43960 yqMowmmgds mM Ladosb abb8MyjI76G bg — grxbo (oMqQ~) @o boMHobg dg (69d0060 
bs3o30) — ad30d0b30~™mM, Mo~@aQob Jomo BoMIMbayemn Yr |MsOmds AgoEMME 303doME- 
goo LodegMob 8MdIMbay_m~ 3mb6(3993(309b. 


gmx0 

rb GsbooMBqem" smmogymbaym bLodagmsb mobbemgdsb dgndmgds wba3~e@gb gmxo 
(oMaq0) © LoMabgo. gb MHo abbLA|MyI7bGo Jgoeagbb ow3ae~mgdgm bygomb, ob939 Mm- 
3H (3 L&sbesM8 mo 8mmogmbayqMo Lodegmob 2 Lamm bdo es B~mgoG dob og30mg- 
dgmo Bygama. bLoM0bg0 sMobmegb fhbe|egds, GHmamM3 Loam bo3Mogo. 

AmdgMA@b ba abbgbagdb gmxb, MmamH3z Bgg30bMsb EdzogdOM dye, bogabdoago% 
bo3Mogb, MmdAgmay ,gILMyemgagemb Agbegdb JmMab ofgb Irmogbydqemo* (Robertson, 
1896: 628). obg oMob ab smdggeoamoa obeybeo-JMabS6bgd0b gdb3ge@a300b eam&mgddo 
(bem. 4). 

3X L, dobo ddgame@ogob asdm, Mmdgema3 Ladgdb aggmb, bdoMse@ ,bgdos6 sMQ@c" 
doohb69396. 9d badbom ob 96803496 dgHdbym momeb 38a03b; A3g96sde@g Imeabgym@ 3gMsd0- 
BEM Cd 69dq 6533g9H oMAgmeEmanyM Dobsmody WoyMEbmdam Jgnd~mgdo amgob, Hmd 
oMM@ab gb Bode 2000 Bmab bob domosb gogMi3gmgdyemo aym. oMgo, Abasgbo Lobgemon 
— a0x0 (vadzh), a36309amMes obeEMgymdA(3, Bad Lodgdob Cow~ds Momeg6mdsd ob od- 
LamySqMo@ agobbb3g039dq4m bogMog0@ fodmoysmods. EMgb oMe@ob 88950 agb3Z~@gd0 
smdmbogmgado dqMdob (dos6dsHo) AMseogayem Agbogoda ws AM@a~MM-@sbsgmgm0m, 
b3e6gmdo (LoJoMaggem, 393gob09), 933088900, smIMbsgemg|m Co Eobogmg|a oyMogodo. 
J3308G8YM Maoh — GoddyMobs Es 3MKbL wog33gMob gMmbsaMa HgJbogeo ofga: doM36g65 
byemam dgdLMyemgdgemoa sbdmdb dagMob, bmenm doMyxggbo bgmam y3gqemo badd] ,,c@oMBy- 
dob“ sbLMaangdb. 


30920 (3 BSMIMBa{EN 36(3993(309 
3x0, AggyemgoMng, 4 Lodoobos. Job Msde@gbadg Bymds ofgb. go~amaMoa mgoe~mbob- 


MGabam, oJ Mo3gb 4R3%~- bdoMoe ofgbb eEnsGmba3z0, AmdAgmdaz 89GoMe bgagwybes bom- 
Imose@g_g6b Ajomg@yMm ob6GyMZoemb JobmMyjm ws doymMam baj3qb6eEgdb Jrmob. 

bodgd0 obymdamos jgo~mmb dgobodsdaboe@; sgmMe@gda dobdg dJoMx3g6o bgemam LMxygn- 
—gjdd, MMamMM3 sMdsgomo, abg EosMdogoemn DodoMaAmgdom. doM3bgbs bgmob momab 
63g9Mgd0m abdmds ab d3g9MJd0, Mrdm|d0(3 oH Joes Yr QMebyb, Moms IgemmeayMa 3mb- 
HAM aodmag33ggamb. dayybgw@o3;0e@ 049 asbdMobgabs, oMobob4yMggmo dagMgdob démemmdeag 
@obdmds dsnby3 39% bgMbegds, Mab dgegas@s(3 BoMImnddbgdo Ago%’Mdge~m0 dagMgda0b 
Ayedago Hommgdo 06 3emobGgMgdo. 

gb ygmabded3ggmo 8MoJGogo go6s80M%Mdgdb 09 Ro Hb, md Logybweo 3omdmbo- 
JMO BodoGHmbgdqmo obG M3000; MH Lamm bdob demMoab bsMImMdmda~m by3ybeogob 
9908 9d avySeoob bdmgeb6gdo, Ma(3 Jgw~gas@ bdoMoe agedmg3b gmobSyMyA~ bImge6gd0b. 
393309M3EO, ayben dgndmgds goobM|dy~mr ofbob, MmMamMH’3 yrengdGoyMo HoGdyemo dg- 
Hy3Z9mgo0b 8oMeEos0M0 abs. 9d BoMIMbaY\E 3mb(39B(309b sdmmagMgdb LoMobgob yogm- 
SEMds, MMAgema3, GMXOL Abasgboe, Logomegoyamm bdoo. 
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bomabgo 

boG06g0 MM badosba bgdosbo LogMogos. 3odqsomyMose@ Eo boedgdLMymgd~mm &9- 
JBogom ab asbbbgo3e@9d0 (3g6QMomyMa oboabs Eo Bob~@yb dbaosgbo ymbb8My4(300b 
LogMogabasb6. domme bogmam bobgmo boMdmdmdb ob(309(309db Sobeyb boM6g 006, 
mHa bodob godmygbgdom jo gdbaogbgdo 93m0b-4%/4 0393446 Cohs 3b (ghichak). 

boGabg0 3gmxab Bymdeb9 gbymds. LodgdbMymgdmm &gJbogo gobsoMmdgdqemos 
mMHa Ladob Ayj@daZsE@ JMHAEMMYAMD JEgMoemdom. bogMoegab mmMn39 boddg ~43Mog96 
BomomabydyMHa dobygGom, soy bgd0b goMQdg, bMermM BoMIMbaab aobdbobm3gMgemse 3 ab- 
HAMZ0~M g|gg3c@mobyds — bLagqbes, H9M30 Ed 339M Bo (bsbeEsbsb gow~owygdyemn). 099 
mogabgoyMgdgdom ab aosbbbgoge@gd0 dbaogbo o6b8M4d968 9d0ba06; AggvyemgdMn3, dombg 
ImOmMYAMbay_MsE 3396. 


SoMsmMg|ema emnG3{yM 8eemagmbasbors6 

JMM@sbosb 3mzoemyMHo 8mmngmbayMo Anbogab IMogomdbMago B3gmg30b Jobge3;0m 
(Jordania, 2006: 119ff) (Smdge0(3 Cos390 Mahaybsa Gb B3gerggob 9%3ydbg00, 2002), mo®- 
34H by GoMBobgbdo Logybegdab dg g%o6gd0b" mmo bdob 3obmbo Jdbob. 8o%3qe~m0 bdob 
dgmMHyJ Ambs339Mda, AgEMens A7_bMdg~M BoMImbosdy sMdsgomo ba3ZWbeEAM aos@o@ob; 
dodob, M30, dgmMg bdo obyg7db Jgemeanb 80MZg9ma Imbs33Gm0M ws Jdbob Lya3wWbawm 
OH ]MZ0eEmb, MmammM 3 BomImMbay~ MgMdb. dmdayxbs39 BoMIMbagd0b mmo Ig~mmeoab 
3MdISabs(305 Abgsgbos gongomoab ,L&sboesMByqm* ImmagmbayM bLodegmsdoy3, doaMed 
MMH bdodo bsMImMeEggbomo gb Agemmengd0 aobbbgoggdqmno ~Ws oMs jobmbsyMo. 

sMbobadbsgos, MMI gZoag0~mda SQYMEMbyma 8mmagmbos, Jbasgbse maSH3qMobo, 
anbeab 80% 8 do agbe@gdo, Mabs73 Mabon] .3mergdGoqmMo Ly GoMBGBobgbb* yomeagab. 


Lb6go 8menngmbayMn Ladmgmgdo 

bogdb3g@0(30M Doboe~mgddo LodmgMgdab dagemo Mago Lbge 8Mnb3n38g9dbg9 oagdqeno. 
43gdma wgGoemayMose omg6gM gMa bLodegmsb 1964 Bemrab doboemgdo@sb (oxyonmdoa. 2). 

09 Robsbg9Mdo byOn dodogo30 MommM|q{ma LAMmgeab BMsdbgdb gMMaZoMmgZ0b0 MoG- 
dam ImgMab. IaogoM AgemmenqM bobb sbLMHymgdb Fody3060 ImMIM|Moe@o, avyybeo yo od 
Bobobb, SqMembob Abasgb JobyMeda, gma Moho ®si3ayem dagMobyg adgmMy|db. dgwegaoce 
307M BMIMA|MbANM JyEogMoomdob, Mmdgema3 afdbgdo Lognbegdob xoggom, Jbaogboc 
bomabgab wes gmxoab bodgdgdabs. gh y3ggmogygMo CogogdaMgdqemno Zo0as~mab dhogomb- 
dosha degmob BoMdmbayen 36739 (300LMb, aobbogqmMygdom, ~EsdbdsM) Bmzoqmoabo es 
Loaybem bdgdob qMongMagjogdomab mgombobMoaban. 

SDobmsb 9MMsE@, Bsdygo060 Imd~mgmema sbhMAmgdb Momm|y@moa Lo~m bobob 380%- 
39cm ImBoagh, Agb&gmbbomymo Lbodegmab dbasgboe. 

00 doboe~msda gmx dagmo bLadegmob dobdamdyg sbMymgdb dgbogmabs @o dmd- 
agMmab mobbemgdob Mmemb, mNd30 LogMogab 89930 wo MaGda bogymoMo a%bom Z30Msh- 
E9dd. dabo BAbJ(3009 HAIMA YB_IMosOMZbgdo dgsdoHmb LodegMob wes dgnbosMiyomb 
BOM §3BTTLO_ IMG. 

L8Mmggdab MobdndeEg3{Mmdob, AmdAgmmsE96 BrangMon dgmMeoges, bsdyge60 bdob 
Agbog0em0 baSy3gd0 Jdbob; gb qygobsbg6gemo obMyengdb Lobogbomm QxybJ(300b, Mo(3 406- 
LodegMsgb, oy MMAgem LAMMYa yoes dJgaMAgb dgbobLMymgdmoe@ wo, sdeEgbse, bye~mb 
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aqbymdb goambge-dobybob Lodegmab Mayo LaMyJ®qMab hodmysmodgdob. 


S9Mybab bgmdab AMogsembdnsbmds 

30029MabL AMogembdosba Lod~rgms 9d Wsde~mdab bozo Ma Am3gemgboo. LobodImg- 
AM LHamo 89Myjbbo wo dodasmdo (39d) gZobbbg03gdyem00. gaqd&mda ImbmamboxyMo 
LodmgMs emdabaMgab. 80Mybdo gmygomyMa ImMemngmbos a363eE9d9, doaMsd bLosbbodd~mm 
Dg7bLMyAmgdsdo. Lo3boyMos, Hd aobbbgo3g9dqma Jhogombdosbo bodydgdab dg 8 gbo bsb- 
aga fobgMagmos go0asmabs @o soMybab CEode~mmdgdb dmmMob Ie@gd0M%]J Imnsb AbsMgd0, 
Ag&Modo. 

1953-54 Bengdob g4b8ge@a300b dgde@ga, HM3o EobayMs Yaq7QBdo CoGHMgo Zoo0aocmo, 
dom HMsea3a0b IoGoeMydemgd0 Mob Booyge6gb. Mm(3o Iagda~@sb ~wogd36g6, Jom 3qmo- 
mse aobbymdamn 3s9MyAbgmgd0b xY%aA479B0 Jagag00. LadmgMgdbs ws bo39330M Iybogob, 
AMdmM|d0(3 Jom 9d JgIMbgg3ZaLMgZab dgsLMyemgb, ogo S4JmbeEom bogMam go0asmoab 
8MMQMbaYM LadregMsebmsb. bme~mm Msd@J6099 bo(39339M Lodegms JgbLMy~m@s MHm- 
3M(3 BMMagQmboyMa Losbboddmm AnbLa3o, Eoyqdbygdqmo go0aomoab L&omabgaeb bogdo- 
Me gobbb3039dqe~ 3063089509. 

gb Lodegmgdo dgbyqme@s aybeob dag mo dsdsz0(30b Lodmgmobs wo MaSdq~ 
nobbemgdobosb gMmoe. 

sbobodbogns, md y3Zgqmo RsbsbyMb sherogb QegaGJdob 39H GBagd0 (MMHa HeEm|oGo 
3mjz0mgM Lodmagmobosb gorse); MAA BM{oEMmYMa BoMBos gMadobyob o~gomb (33cm0b 
@o 1953-54 6.6. hobsb9Mgddo dom~mme mMo bdos. gHab ofgh dmgmg ImGog0, IgmMgb 
— 930M aMdgma ws gMMs@ gb MM badNdo ade~m|ge Lobsbosmm MoGIyer dedMomdob 
(oromioa. 3); 

84Mb6ddo, 0d Badab HoGdyomo LodeagMes fhobgMagmo oym mM gg9Mbos@. dobdo a3b3e@9- 
do MoGdIQmo LadeagMe, Loe@o(3 Loam Imd~mgMmob es avybeokb dmbo33e~mgmdom Imd~g- 
Momo ogbgdb 8o4Bgdb Lodeagmob bsbaMdemng dJenbsMydsdo. bobwsbsb a39h3969d0, md 
030 L630 dmdmgmmoab dgbMymgdom yogmb. Ladegmgdob mMHa39 fobgma~m g39Mbosdo 
bobgdgo GgJLAHo »wBZoobo es soMybob JgM30bgd0b Jgbobgd", Mmdgmais agobbgbgdb yd- 
Badgbgemmgo6gb ab&mmMoaqm go 8b. 

dobobomdgdgm bomsdmdg boaqbem bodegmseb y3gmo wqbobmbdo obMyemgdb. 
{0M 33gyem0 EMMoAL dzd~@Ia, MHO8dob bobasbds beEgds YmMbob E533MAM Eo Job bLoyyd3emoco 
093 ,de-ge-dee (8049 o0)“ ImeEgmo. MMbdosbo LodmgMe (93090) MaGHdyemoe@ gbo- 
d9d0 gxyGeab Agemmensb. Lodmmmme B~ga®gdob by3gamo qyoaMM@ d9 dom. bobgbgys 
DgMQqQE@O BMMQmMbayMo shbodd~mo. Mmdgma(3 JgwaAgd9 ayoeak, MaGdqemo boda gmoabs 
Cd BmgaH dab bygamobaob (oromiog. 4). 

gb ¥3gemo0Rg9M0 RobsbgMab 380M390m039 Bym'dg agb3~mgdo, Myd(30 hobsbgMo By~egde 1 
Bymbs @o 9 bsdb]. LogoMoqeme, ob d93M0@ aMdgmoa Woes ymoRamaym. 

Cddsbsbasmgdgmos, MMI BmgaGab s9MGos MoG\Iyomoeoss Wogo3gdoMgdyma bLbgo 
85M HaJdM9b6, JoaMsd BoMIMbay_ms@ 06 Jgemmeoay_Mse 030 oH Moab EszogdOM Jd~yem0 
LobodmgGm bdsboob. gmgoGgdab bygamn 94939 wodobsbosmgdgemn dobgMom qAMme@gdo 
c@obsMhg6 bd9db Jobsbomdgdgem0 Lodegmoab ,Daliwakum* 3-4e@dobos(300do. 

RMI 8Jd0 owE_H|AMas Cs gMmbsaMa Cnsd5dbMbo 343m; Imd~egmengdo odZgn9Moe@ 
amgocmab60b9096 Lodomeamgb wo Mmogb sMa@g7dg6 Mognsbmn bdgd0b Jgbymdob bo3Mog3m06 
©o 8oMoJom. gb dgagademos adame3 sgbbL6om, MmMd RmgaSgd0b ImogoMo Byb4(309, daMo- 
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MESO, DALMAM|dOL MAGI Vm g9dM5Z0EMQIMMgbgQdo9. dgbododaboe, obobo bogHam 
439M 36(393(308do AEB MZgommMs WodoMabsMgdab gMansbo 8MMr(3gbob gobyymage 


Bsbomoe@ a393mobgd006. 
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geogmsgMa-agMenbsbeoab Jobo~ms a30h3969db, md gongomab ,,bLGobesMByemo* 3m- 
Mag mbaymo Ladagms qsoMo8Jbo LobodmgMe Has aym, Mow@aob fhobsbyMgd0b qdMo3- 
mgbds LommMg@ 9d qgobsbg6gmb bomdms~agbb. mqd(30, of L630 Gadsob bodmgmgd0(3 
aAg6b mogb, abgmo, AmamMa3s9 dgIma aobbo~mqmoa mmMHo ,bbg0" AMoe3g0~™bInsba bodeg- 
Mos. LEMsg0 obersdobs3o0b dgde@ga, 1896 Bgmb, Lobodmgmm eo b9(39330M BMse@o(3agdab 
Dg boMANEZd0b AMm-gMOD 80MMds OYM, YoMo go4Zo0m 0d GH aJbGJo], MMIE|d0(3 3993- 
aMob Mgemnansby dosbadbgd@o. 5d ogMdoemBgab asdm Imgma Mago bodmgm]d0 Dongobygb 
Cd SIMa~gL Mgs_ZMeyoMo~@sb, dgbodmmo, goMygZg9qmo Godsab bodegmyd0 dob aodm3 
gZoJMs 89Mybob ~Esdmmddg. gb Hg6eg6(300 goMaoe@ fobb eo my30 Mo0dg JgdmMfo, gb, 
doMhams@0e@, ImMbMyAmMbay_Ma L&amab LodmgMgdns. gb 8Hm3gbo, Jgbodgmms, od a bob 
8A93E9b, AMIQMA’Z SMIMbog{ga@m gM bLoJoMmggemmd aonsMs ~s M9(3 sbg EAGomyMoe@ o4gb 
oMbyMagmo ymMesbool: (Jordania, 2006: 200). 

JAMSEIMON asesMAgbamma LodmgMs bobasbIqama MamngoqMo GHyJLGom oym pro- 
ki wadzh alol — bagom bodmgme gmgab mobbemgdom. dobo dgbMyemgdobsb ImMI~MgMoema 
demagb asdmagodb ba8y39db, Ms(3 dom sm dob bgemb wydeob. 

eEM|absmBgab, goagomoab ,LAsbesMBqemo* dhogoembdosbo bLodagme (39330) (3M(36- 
SMO HM9@0(300M JaZIMMAo, yr3gem dgdmb3q30dG0, 2009 Bemoab dohgg6gdmam gb obge. sdab 
Cob} AMos ZgaeEgMIsbsmo, MMIQMA(3Z sdEyE~™M 3Z0d0e@ bAMaLGobb g344m36ob. 
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i KQMabLGobymo M73g7MBqQoMab 7b bobo bogyd3gmnosbseos smbyMagmn dsHy Leomdnbob dagh aMmyy- 
gab oboe mgdbo3mbdo (1980: 143); 06939, %m6 dgo~mob dagh — ammaygab obsgmo mmgqba3mb6do (2001: 
189). 08 boJdgdo omdsb 9039Ed9(3 Iga Gobo Mogob S3momo bLo3Msg9d0b CEsbhgMam~mydomn s@bgMGnm. 
Msg0b Bgemg3g0bagob 306 gegmdgMa/gmbbob godogQMyma AgbogomyGo Iobs~mo godImoyygbo (Edel- 
berg and Jones, 1976: 145) 


> Musik aus Afghanistan. Nuristan”. H.M. GreBl, Hochschule fiir musik, Graz. LP Adevaphon 1976. 5d @o0- 
085%] BoMIm@agbomns MAgymo RobsbyMQd0 3me~rgq(300@0b, Mmdgmda(3 40-9 I9G0 bodNdoo. 
03479968 (309 AmMaZ93b 3odEgdb, dodgs~mob 3g7emb eo go0go~moab bsba~mb 

3 “Musique de la zone interdite du Nuristan” (,,dqbojo OyMobSobob s3Gdomyern Smbo~@eb“). LP Barclay 
1968. Rob9Mom~mns jode@gddo, dsdasmob 3g9cm0 


a AbQMMdo(305 SMgdqyemns: A.Y.Nuristani: Emergence of Ulama as Political Leaders in the Waigal valley 
(p.153). Tucson Arizona 1994 


; yog3mabdmd(33g9mo mabagab&yMo g0dmM33gmg39 ARooGoMgb 386mg. agmMa ImmMagbb80gMb99 mb- 
Mme@osb, 8Mmg. agmMHa dsNeMbdo Job 30@b Ed EMA HMMS agMoME Bybdobds LEMoboqmManwsb 
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1. 9.6. ,b&o6E0M8yem0" Lod~mgMs. RobgMommos bog. Imbegddo, 1964 6. 
2. Lodmgms. RobgMoamoas ymbfagomdo geogmdgmaob 3mmob dagm, 1964 6. 
3. Lodmgmes. RobgMamos g00,9m™do gegmdgMaob (3memob Jngm, 1970 6. 
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CHRISTER IRGENS-MOLLER 
(DENMARK) 


VOCAL POLYPHONY IN NURISTAN 


Nuristan — Regional Styles 

This paper falls in the categories of regional styles and minorities. Furthermore, the content 
refers to a historical material of which only parts are practiced today. The content is to an extent 
referred from an article by the author (Irgens-Moller, 2005) and the book “Music in Nuristan” (Ir- 
gens-Moller, 2009). 

The material is based on the recordings of Lennart (and Margot) Edelberg and Klaus Ferdi- 
nand. In 1953-54 Edelberg and Ferdinand went to Afghanistan on The Henning Haslund Memorial 
Expedition. 

Fortunately, on these expeditions they were supplied with transportable taperecorders. The 
study of Nuristan was continued by Edelberg and his wife, Margot, during two summer expeditions 
in 1964 and 1970, when extensive recordings were made. The material consists of approximately 
350 music recordings, all in all. 

In the present paper the focus is on vocal polyphony, in particular Waigal valley, which is 
generally referred to as the essential Nuristani music. This paper serves as and elaboration and 
corrective of the accessible descriptions! ”. 

The last part of the paper accounts for the polyphony of Parun valley. 


Geography 
Nuristan, today a part of Afghanistan, is situated on the southern slopes of the Hindukush 
mountain range (fig. 1). 


The Conversion to Islam 

Nuristan has been known as Kafiristan — Land of the Infidels — until the end of the nineteenth 
century, when it was conquered by Abdur Rahman, Amir of Afghanistan; he forced the conversion 
to Islam and re-named the area Nuristan — Land of Light (of the Prophet). Most of the shrines, 
temples and a majority of the burial monuments of earlier Kafiristan were destroyed in connection 
with the Islamization, including the great temple at Kushteki (Parun valley), described in the 1890s 
as the most sacred village in the whole of Kafiristan’’. Whole villages in western Nuristan and 
Bashgal were destroyed and continued resistance of the peoples of Ramgal and Kantiwo led to an 
enforced resettlement of the population in Logar valley near Kabul. This population was permitted 
to return a generation later as devout muslims. 

Waigal, Parun and Ashkun submitted rather fast to Islam and the villages in these regions were 
spared from destruction. In the first half of the 20" century the mullahs forbade traditions offensive 
to Islam, but tolerated less offensive traditions. This relatively mild politic lasted until the 1960s 
when fundamentalists from Pakistan invaded Nuristan. Singing, dancing and playing musical in- 
struments only survived in the southern part of Waigal valley (Robertson, 1896: 389). 
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Other developments contributed to major changes of the society during the 1970s. Before the 
villages had been built on the foot of the mountains but at this time farmers moved out to individual 
compounds in the pasture land, building smaller communities. The expanding Pashto and Gujar 
population took over in southern Nuristan to exploit the rich alpine pastureland. Many Nuristanis 
fled after the communist coup in 1979. When they returned after the breakdown of this regime in 
1992, Pashtos and Gujars had taken over their properties. 

Pashto merchants began to pay Nuristanis to cut down their cedar forests in the 1990s which 
led to a money based economy where daily commodities were bought instead of being grown. 


History 

Historical records of the Kafirs are scarce. The main sources that can illuminate the history 
and roots of this people are based on archaeological and linguistic evidence together with the oral 
traditions of the old Kafirs. The latter includes the musical traditions in particular. Linguistic studies 
show that the Kafir society bears similarities with the stratum of early Hindu society, and it is pos- 
sible that it constituted a marginal area within the Indian world (Klimburg, 1999: 58)*. This theory 
was reinforced by the discovery of the ruins of a Hindu temple at the confluence of the Pech and 
Kunar rivers. 

One of the most persistent beliefs of the origin of the Kafirs is that the people are descendants 
of a left contingent of Alexander the Great’s troops. In 327 B.C. he traveled along the Kabul valley 
and sent a force up the Kunar valley, there passing the southeast border of present day Nuristan. 
Generally, this theory has been rejected, based on the lack of linguistic evidence; even though 
certain items like the iron tripod in Nuristan have a Greek counterpart, even sharing similar names, 
such as pini in Nuristani and pinochion in Greek (Edelberg / Jones 1979:14)>. 

The last European visitor to Nuristan who actually experienced the Kafir culture at full blos- 
som was Sir Walter Scott Robinson, the private surgeon of the British agent Algernon Durand in 
Gilgit, whose post Scott took over in 1894. His book, “The Kafirs of the Hindukush” about his time 
in Kamdesh of the Bashgal valley in 1890-91, which was published in 1896, is an indispensable 
source in the study of the culture and the religion of the Kafirs. 


Religion 

The ethnic groups of Nuristan are speakers of the Kafir and Dardic languages, belonging to the 
Indo-Iranian stock and sharing religious tradtions from Vedic and Avestan texts. Up until the 1950s 
there were still people alive who remembered the old religious traditions. 

In the religious context, even though the textual content is often inadequately conveyed in 
translations, resulting in a number of ambiguous texts, it is obvious that the music itself is still the 
well-preserved remains of the performance of traditional Kafir rituals. In spite of over half a century 
of islamization, these musical traditions were not at all eradicated in the times of Edelberg’s and 
Ferdinand’s expeditions [1953-55, 1964, 1970]. Also, strong traditions had preserved traditional 
choral singing, and the playing of the characteristic instruments, wadzh (harp), saringi (fiddle) and 
urba (lute). Furthermore, rhythms played on drums, percussion instruments and clapped, integrated 
in the musical structures as such, had been preserved as a vital part of the dancing and as a part of 
music in general. 
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Music 

When juxtaposed to the music of the surrounding regions of Central Asia and the Indian sub- 
continent, several features of the music of Nuristan are unique. Above all, the dominant position of 
dance music has resulted in a broad repertoire of songs, plus various flute and drum settings. This 
aspect of the general music repertoire has conspicuous counterparts in African traditional music, 
although these common characteristics have no cultural relation whatsoever (fig. 2). 

Generally, songs are performed in a social setting. In the Waigal valley, one kind of a choral 
song in particular is recorded in such numbers it can be designated as the quintessential song, re- 
ferred to as the Waigali polyphonic song. Alongside the unique polyphony of the song type, other 
principles of polyphony appear in a number of songs. Basically, these forms of polyphony are struc- 
tured as call-response songs. In the Waigali polyphonic song, the parts of these have local names 
for first voice mil-aldl, second voice at-alél and choir dsamchilog. In the present article, these roles 
are designated lead and support, two terms borrowed from descriptions of African drum music 
(Edelberg / Jones, 1979: 16).In the choral music of the Parun valley, again a basic principle of call 
and response is employed, organized as a solo call and the choir responding with a longer melodic 
line. Polyphony is also encountered in Parun, mainly as a combination of independent flute parts, 
stanzaic choir singing and rhythmic chanting. 

In the choral music of Kushtos, songs in unison prevail. These songs have unique melodic 
features that separate them from the style of Waigal and Parun. 

Solo singing is particularly connected to the music of the Waigali wadzh and the Paruni urba 
(lute); the singing is characterized by an introvert style with the voice seeming to be a prolongation 
of the sound the instrument (the indigenous designation is a secret song). 

So, the material sheds light on different developments of music in three valleys, which, before 
the islamization must have been parts of a uniform culture. 


Polyphony in Waigal 

The polyphonic song 

The polyphonic song (designated the ‘standard song’ by this author) of the Waigal valley 
appears in the Lennart Edelberg documentation on the majority of his recordings. Out of these, two 
thirds is musically the same song, while the texts vary. 

The remaining songs are musically based on the same formal pattern, but have melodic varia- 
tions of the two main solo melodies that differ from the ‘standard’ song. Also the rhythmic periods 
can differ, but periods and subdivisions in 3 prevail. 

In the entire collection there is only a 10 recordings with women, done in 1964 by the wife 
of Edelberg in the Jauda pass in the mountains and even with children in Waigal 1970. The Grebl 
documentation (Edelberg / Jones, 1979: 16) contains two recordings of women (fig. 3). 

The ‘standard’ song is performed by two soloists (a lead and a support singer, as an obbligato 
voice) and a choir. The example in the following were recorded in the village of Mondesh. The 
choir falls in with the support singer’s rhythm with a rhythmic chant melody supplemented with 
clapping and a drum, while the lead singer sings his own rhythmically displaced melody, appearing 
in the pauses of the support singer and the choir. 

The song always starts out following this scheme: the lead singer ’shows” the phrase to the 
support singer, who repeats it immediately. 

Then the lead singer starts his melody setting off from a tone above the last tone of the support 
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singer’s phrase, thus filling out the support singer’s pause. The assembly generally joins in on the 
fourth or fifth repetition of the two lead singer’s phrases, and at the same time a drummer adds 
his pattern. After some time the choir claps in the pause of their phrase, thus making these two 
elements complementary. The clap falls on the first beat of the drum pattern. The rhythm is often a 
9/8, subdivided in three times three. The drum plays the first and the last beat of each subdivision 
(audio ex. 1). 

The harmonic concept is remarkable: the intervals between voices are dense, resulting in con- 
stant teqstSi mocemulia siRerebis frazeb, support voice and the choir’s chanting tone (-s). This 
harmonic concept has in the Western partiture music of the twentieth century been given the des- 
ignation ‘cluster’. Likewise, the relation between the lead voice and the support may be described 
by another term from this realm, namely ‘bitonal’. The clashes of seconds can be regarded as a 
prolongation of the resulting sound of the wadzh. 

Although the melody is the same, the documentation shows that the song texts are unique (a 
phenomenon known from blues). The texts include praise songs, laments and farewell songs sung 
by the lead singer; the support singer apparently adds words as a comment while the choir seems to 
chant wordless phrases or repetitions of the same text. 

Before moving on to the account of other kinds of vocal polyphony - a digression will be made 
with regard to the two string instruments — the wadzh and the saringi, since the harmonic sound of 
these relates closely to the concept of harmony of the singing. 


The Wadz 

The ‘standard’ polyphonic song may also be accompanied by the wadzh (the harp) and the 
saringi (the fiddle). These two instruments form an obbligato pair, like the two solo voices of the 
standard polyphonic song and like the obbligato pair of flutes (accounted for below). The saringi 
does not appear as a solo instrument. 

Robertson refers to the wadzh as an instrument used in connection with dance as the boat- 
like stand of which is held between the musician’s knees” (Robertson, 1896: 628) a description that 
match photos of instrumentalists taken during the Haslund-Christensen Memorial Expedition (fig. 
4). 

The wadzh (the harp) is often referred to as a ‘bowed’ harp because of the arched stick that 
holds the strings. This feature resembles the antique Greek lyre; this type of harp was very common 
about 2000 years ago according to pottery motifs and carvings from these times. A harp with a 
similar name, yadzh, existed in India, but a huge number of strings made it a notably different in- 
strument. Today, harp types are found to the east in the traditional music of Burma (Myanmar) and 
to the northwest, Svanetia in Georgia in the Caucasus, in Egypt and East Africa and West Africa. 
The playing technique of the Egyptian harp — the tambura — is the same as that of the wadzh — 1.e. 
damping of the strings with the left hand and the right hand striking all the strings with every stroke. 


The Wadz and the Harmonic Concept 

The wadzh normally has four strings. The tuning varies, and occurs most frequently as a dia- 
tonic scale, where small seconds appear as neuters, thus being somewhere between the minor and 
major second. 

The strings are tuned in a scale, but is played as a chord instrument with a pick held in the right 
hand, where both up- and down-strokes engage several strings. Damping with the fingers of the left 
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hand implies that the tones that should not sound, are muted with the fingertips, intending to make 
melodic contour. In general, this intent is only vaguely stressed, so the general outcome of sound 
results in a constant flow of clashes or ‘clusters’ of neighbouring tones. 

This overall practice leads to a concept of the second as the prevailing harmonic interval and 
collective concept of sound, thus explaining the clashes of seconds between the two solo voices 
plus the intervals of the choir chant often sounds like a cluster. As such, the choir could be inter- 
preted as a straight-forward way of collective rhythmic speech. This overall harmonic concept is 
reinforced by the playing practice and harmonic sound of the saringi, which is the obbligato voice 
and instrument along with the wadzh. 


The Saringi 

The saringi is a two-stringed fiddle. In physical appearance and as well as in playing tech- 
nique, it differs from Central Asian and Hindu fiddles. Only the name associates it with the Hindu 
sarangi, and the employment of two strings is the only feature it shares with the Afghan/Uzbek 
spike fiddle, the ghichak. 

The saringi is tuned to the strings of the wadzh. The playing technique is determined by a 
constant sound of the two strings together. The instrument is played constantly in a floating way on 
the both strings without pauses, and the harmonics is defined by the three main intervals — seconds, 
thirds and fourths (sometimes augmented). This is a characteristic, which sets this instrument apart 
from its counterparts; these are generally played monophonically. 


Parallel to Polyphony in Lithuania 

According to Joseph Jordania’s (Jordania, 2006: 119ff) comprehensive mapping out of the 
research in vocal polyphony (based on the research of Daiva Rachiunaite 2002), the clashing of 
seconds appears in the Lithuanian swtartines mainly as a result of combining two voices in canon. 
The second part of the first voice melody moves a second upwards to the adjacent harmony, while 
the second voice starts out with the first part of the melody thus forming second intervals as the 
prevailing harmony. This combination of two melodies in adjacent harmonies is actually similar in 
the Waigali standard polyphonic song, but the melodies of these two voices though, are unique and 
as such not canonic. 

It is remarkable that the drone polyphony appearing in the choir parts in the Waigali songs - 
also appears in Lithuania — designated collective sutartines by Rachiunaite. 


Other Polyphonic Songs 

In the documentation, a number songs based on other principles appear. One song from the 
later documentation in 1964 will be accounted for in detail (audio ex. 2). 

In this song, 5 men sing the phrases of each stanza in uniform rhythm. A lead singer sings the 
main melody line, while the choir dubs this line rhythmically on a recitation tone, in a drone like 
manner. The result is a homophonous sound, where the harmonic output is a stream of second in- 
tervals, in the manner of the saringi and wadzh patterns. Also, this is clearly related to the harmonic 
concept of Waigali polyphonic songs, particularly in the relation between the support vocal and the 
choir part. 

Additionally, the lead singer sings the first motif of each line solo, similar to the arrangement 
of a responsorial song. 
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In this piece, a wadzh plays an introduction and accompanies the singers throughout the piece, 
but the tempo and rhythm of the instrument seem to follow its own path; its role here colors the 
singing and keeps up some kind of motion. 

The order of verses of which some are the same, is structured according to the lead voice’s 
introductory words; these two words function as a signal as to which verse is to be sung, thus giving 
the appearance of a sophisticated call-response song. 


Polyphony in Parun Valley 

The Waigali polyphonic song is unique for this valley. The style of singing in Parun and Bash- 
gal (Kushtos) has other characteristics. In Kushtos, monophonic singing prevails. In Parun, vocal 
polyphony appears, but in ensemble settings. Curiously, most of the documentation of these other 
ways of polyphonic settings was done half-way between Waigal and Parun, namely in Chetras — the 
mountainous area between the two valleys. 

On the 1953-54 expedition, when the Danish group left Waigal, they brought carriers with 
them. On the way down from the pass in the Chetras mountains, they were met by a welcoming 
group of Parunis. The songs that were sung on this occasion plus the dance music played after a 
camp was set up had no allusion to the Waigali polyphonic singing. 

In the present context, a number of dance songs were performed as polyphonic ensemble mu- 
sic based on principles quite different from the Waigali style. 

These songs are sung by a choir along with a chant sung by two men in a complementary 
rhythm pattern. 

It is extraordinary that all recordings have flute parts (two flutes in tandem in a similar setting 
as the vocal chant — discussed below); two vocal parts interchange, and in the 1953—54-recordings, 
there are just two voices. One has a small motif, the other has a longer one, and together their com- 
plementary pattern results in a characteric rhythmic drive (audio ex. 3). 

In Pronz, in 1953 and 1954, this kind of rhythmic chant was recorded in two versions. It is 
organized as a rhythmic chant song with an interchange between a solo-singer and a choir. In this 
setting, the solo-singer merely fills out a space in the continuous stream in the song. Sometimes, it 
sounds as if this part is filled out by different singers. The two editions of the song both have a text 
referring to “the fight between Wai and Parun” and thus they have an important historical reference. 

At the welcome party, everybody sing a choir song in unison continuously. After a while, the 
rhythm is marked and driven by stick playing a “de-ge-dee (pause)” pattern. Then a two part chant 
(in thirds) sets in rhythmically in tune with the choir melody. Finally, a pair of flutes joins in with an 
interwoven pattern. This results in mixed polyphonic ensemble consisting of a choir part, rhythmic 
chant singing, and a pair of flutes (audio ex. 4). 

All this develops within the first minute of the recording — actually just a sample since it is 
interrupted after 1 minute and 9 seconds. The actual duration of the song was probably considerably 
longer. 

Characterically, the flute lines relates merely rhythmically to the other parts, so there is no 
harmonic or melodic connection to the sung parts. The flute pair joins in on top of the greeting song 
Daliwakum in the very same manner. 

The flutes are identical and have the same range; the singers generally do not consider the 
pitch and refrain from tuning their voices to the flutes or vice-versa. One can explain this best by 
saying that, basically, the flutes serve the function of illuminating the performance rhythmically or 
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else as presenting some kind of fanfare; accordingly, they function as an integral part of the general 
concept of sound as the clashing of intervals. 


Conclusion 

The Edelberg-Ferdinand documentation shows that the ‘standard’ polyphonic song of Waigal 
was the preferred songtype, since the number of this kind of song figures on the majority of the 
recordings. Still, other types of songs figures such as the two ‘other’ polyphonic songs discussed. 

One of the conditions after the forced islamization in 1896 for keeping up the singing and 
dancing traditions from the pagan times was to abandon all texts with any reference to the kafir 
religion. Along with this prohibition a great number of songs was given up as part of the reper- 
toire and maybe certain songtypes ceased to exist. Also, in Parun valley this development might 
very well have been the case and what was left was simpler songs in the monophonic style. This 
development might have followed the same path as in Eastern Georgia accounted for by Jordania 
(Jordania, 2006: 200). 

The only surviving song with a presumably religious text was the proki wadzh alol — a solo 
song with wadzh accompaniment. When performancing these songs, the singer hardly pronounce 
the words which make them ununderstandable. 

Today, the Waigali ‘standard’ polyphonic song (with dancing) has survived at least until 2009, 
documented in a video by Abdul Wahid Nuristani. 


Notes 


' This part of the Nuristani repertoire is summarily described in Marc Slobin in New Grove Dictionary 
1980: 143, and John Baily in New Grove Dictionary 2001: 189. Thomas Alvad has contributed with a 
thorough description of the instruments, and exemplified the music supplied with music transcriptions 
in Edelberg/Jones 1976: 145 


? “Musik aus Afghanistan. Nuristan”. H.M.Gre8l, Hochschule ftir musik, Graz. LP Adevaphon 1976. 
(This LP is a selection from the entire collection of over 40 recordings). The documentation covers 
Kamdesh, Bashgal valley and several locations in Waigal 


: “Musique de la zone interdite du Nuristan”. LP Barclay 1968. Recorded in Kamdesh, Bashgal valley 


“Referred from A.Y.Nuristani: Emergence of Ulama as Political Leaders in the Waigal valley. (p.153). 
Tucson Arizona 1994 


7 Comprehensive linguistic studies have been carried out by Prof. Georg Morgenstierne of Oslo, Prof. 
Georg Budruss of Mainz, and Dr. Gérard Fussman of Strassburg 
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Audio examples 


1. The “standart” song, recorded in the village of Mondesh by wife of Edelberg, 1964 
2. The song recorded in the village of Zhénchigal by wife of Edelberg, 1964 

3. The song recorded in the village of Vaigal by wife of Edelberg, 1970 

4. The rhythmic chant recorded in Waigal by wife of Edelberg, 1970 
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LeyMonn 1. obemgamab bsbg30M3y6dymabs wes byMabHobob (3968 MoemyMa Logengdabs ws 
39m gd0b M30 (39%960, 300390 Cd dsdascmo), geogemdgMa-a9Menbsbeab g4b38gea300b 
9@g0m~geo) 

Figure 1. Map of the Indian subcontinenet and Nuristan with the central villages and valleys 


(Parun, Waigal and Bashgal) visited by the Edelberg-Ferdinand expeditions 
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Leon 2. b0(39330M bsMdImeEagbs, g90,9mab Logger, 1953. AmB: 389896 Mobdvybybo, 
AImgbassMeab dy bqyJo, gmbmaMogoay{mo (:g39MGHod76Go0. coMSqbo, ~oboos 
Figure 2. Dance performance, Waigal village, 1953. Photo: Peter Rasmussen, Ethographic De- 


partment, Moesgaard Museum, Aarhus, Denmark 


Lyon 3. ,L&sbosMByemo" Lodmgmab aMogyo034@m0 ImeEgmo 
Figure 3. Graphic model of the “standard” song 


lead ---> support lead proper 
choir 
lead ---> support lead proper 
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Lyon 4. 3mx0b0 ws LoMobgob I7ILMAM|deE~Mgb0 Z90gS9Mab CEodc~mmdb}B. |m8m: 38989 
Mobdybgbo, ImgbasoMeakh gmbmaMogayemn ~wgAdsMGHodg6Go, soM8ybo, ~obos 

Figure 4. Wadzh and saringi players in Waigal village. Photo: Peter Rasmussen, Ethnographic 
Department, Moesgaard Museum, Aarhus, Denmark 


JHobGgH oMag6b-dremgmo. QO69H0NI0 
Christer Irgens-Meoller. APPENDIX T7 


dsascmoano 1. Lodegms Kamale kimile, hobyMomos Imbegddo, 1953 6., g90a9mab ~wode~medo 
Example 1. The song Kamale kimile, recorded in Mondesh, Wailgal valley 1953. At the bottom 


all voices and the drum have joined in and the piece continues with the full ensemble 


lead vocal 
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At-alél 
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Asasmoaan 2. LodmgMs AobgMomns yobhogomdo, 1964 6. 
Example 2. Song is recorded in Zhénchigal, 1964 


lead verse1 4=ca.66 


ad omi ilasa ra a lid maa da kri ta ka to” me 


wi brag ti a ta na wuld a bi ka i cha da _ bra va & va ba da gi cha ta 


to mea ta 


dsasmmann 3. d39m0 mdab bLodmgM|d0 GaGHdyoro Iegmob L&oedo, RobyMa~os 86mbbdo, 
1954 6. 


Example 3.An old war song in the rhythmic chanting style, recorded in Pronz, 1954 


choir ki ni dé gé —ché ja ka k6 on 


solo /ha nar/ 
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Asasmmoaann 4. b9(39330M Lodmgms. AgGMo, 1953. 


Example 4. Dance song. Chetras, 1953 
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NID-3L09I LI, JI-BISE 3S 
(6069010, 6503560) 


BMANBSMENIMNS 019 IMEMNBMENIMN SINLIGNL LNILIMS? 


3M 300MM bdoms WCOYMYRs IMEmagmboob boyqdggmoo. odobydob (Gs0306ge0 Sdm- 
096960) bLodmgMgda 2 bdosbos. Mnd39, LodmgMs dgndmgds bsMIMeEag6a~mo oymb do- 
BmQmbayMoe@ 06 8mMmagmboyMo@, Ms(3 CsdMgoEJdymos IMIM_MsmMMs Y%a7%b9 Co 
dom LobodmgMnm boM-A39390%9 (Z0@gmdsg. 1) 

CoMaab gobgameMgdo0b 84m3gbdo, gnbmAgboagmemmagdo 93MMdm(396GMobdob 8Hm- 
demgdob baemoboem go~wobobygob obegbg6 wo msbbd~gdns6, md gmba3zqMo Kayogdob 
894394803900 omg3omgdmoe@ qbeEo oymb da~egdymoa dbgeggmmdodo. odabgdab 3mgo- 
mama bd9d0 godmoMhg3e qRMmM &gddMam, 30EM%] Lodommom. 3mMmogymboab 999480; 
AmamMH(3 Boba, ofd6gd9 doMamseg@o dgmmenab ,b3gxy0mg9d00" (i’kung). ro3ggqmmoab" dg- 
Jdbob qboMa dmdeagmsembys CEsdmzow@gdqmo ws Lbgemdb gMmdobgmobasb; obg, md 
Logo@obb30 ImMImgMemoab JagM dgbMymgdyqeo ,bggycmo" Bomdmdmdb asbbbgo39dqm 38m- 
MQWMbAYM yr gMosemdob. gHamd Maymns, sbboge~mm wo abbo3gmm IAMogo~mbIosbmdab 
boMIMAgbaL boMo. 


Igbogsem0 

Go0g96ob Lb6go sdmMaagbo gnba3yWMo YangBgQd0b dbasgbse@, odabydab boImgmes dow- 
AMSOA CS Y3ZgCmM0b] GHadqMa AgbogomAMo sfGogmdos. HMow@a3oqmoe@, obobo Iogmosb6 
AgbogomyMa Lo3gMo3g9d0b msbbemgdob asMQd9, MMI(3o aoshbosom abgmo bo3%3960, m- 
AmMgda(300: bab 06 doddqgab bob3gM 7G Jd0s6b0 doModobab Godsob EoboMBsdo, Jgo-bob- 
ogo, Jbommambo, bhboMybgdgemo, g9Maobo, Agbago~mayMa JdZamMEOd30, 39%8o30E M0 
RmgaGHo, MMAdosaa (3630Mab Bmg|a®o, 3630MoM L&3yg6o Eo IgdIdsMobob Bm|oGe, 939° 
™sQ9MH0 gb Jomo (36mM3gMgda0b bobo~@moe (Lu, 2003: 322). IJaAMdMgdo0b Ravyyqgoab dagm dob- 
Myemgdyemn dhHogombdasbo bLadegmoab modoba bds Mgmabasb bsdmdgd0 dow~mos. 

dobgdob &mdo ~eobsbmrgdqmos Googo6ab smdmbogemgm bsboerdo ws RoMHame sMoab 
39693 960m smdmbogmgm (3968 MomyMo boboemne@sb (Sqjomoobob d3gysbe) bodbmgmab396 
(Go0Gy6a0b d3gysbo). LodbM\m Es AMeEaA~MM|a odobgdob bobodImgmHm L&omgdo (3m So- 
ME]6 Lbgomdb. LodbMg{m oGoHpog0b bobodegmm L8omo boym3agmmome 36mdomo aob- 
©d 1996 Berab Bombymob mmnddsos@o0b9 JgbLMymgdqemo Ladegmam. gb qygobob36ge0 
Sdabgdob IMAM {Momds ~(EoQ\Sbgds AZQOM|bLMsb gMmoe BsMImMow@anbs (Sun, 2008: 139). 
domo Lobad~rgmm Loma GHoog06gmo Ag3bogMgQd0b dagh gobboe~mymns, MMaMMH(3 ,03- 
abyg@ocmo ymbGMody76J4Go%. sGHems6Gob memadsoseob dgdega, gb Lam qi36mgm gombr- 
Agbogmemmams yyMosemg|dob (3968Mdo dmgq3o. JoMmggemds I33zeMg30Mdo, Cm] mMIs 
ambgd ymMeobosd ob aobobam@ms mogob boabda ,MoGmd Jegmosb s~@edosbg9d60 — dxyboge 
BGMMoMdaL gobgameMgdo0b a bsbq" (Jordania, 2011: 30). 

Mo@gob Ladegmgdob d3gemoa ddggbagMgdo Mmobesmesb o30%39d9 (36mM3MQd0b L&omob 


(33cmomgdabs wes AqbogomyMo g7Log8ogab sbemgdqyMHo aoagdob aod, ®Mse@a304yem0 bod- 
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agMob gowoMAgbob dodbom, Agddo AgamdoMds, Jommdo8mbdIs yom dxy-Axysbds Amobg09 
db6(3mgZ060 sdmMngQgbgd0 adabsmgob, Mmd dom sbo~masbMes Momdabagob bLodegMes gb- 
Bo3gm@mgd0b6om. 


236 GMs36J8yemn* bdab ,,asc0(39dab* Lamoryemggda 

Z30bsa@ob sdmMnagbygdda y3{g9mo IMAM {Moemns, dammsb6 oH sMbydmdb (369d0 ,38Hm- 
RgQLamMbs~mo Aybogmbo". aboba3 jo, 306(3 Jobboge@mgdmoab MHmmb sbMymgdg6, 0M oMosb 
BAMYILaMbsm™ma AMIM|MeEng|d0. (OMdam~@ns, MMd ~Wodo~™ bdob Sg93Ms@ oegamse bLbo3- 
mmdgb sbomasdbMeogdon, dsdob, Mm30 ogaggh 39M goGy30m bLbgo bdgd0b dobbogmod5. 
bg@S bIgd0b LOsg@mgdsda 8HmaMgbo o6 do~@mosb d3aMgo, 06 bLogMmmeE of Mob. db- 
(3M369dd5 0H 03096, MmMAmMM JDgadengds 09 bLobodmgmm qboMgdob ao~wo(39ds. sdo&md 
sdobgdob 8mmogmbayMo LodegMab d9d330e@M\Md0MmMds EM|b Co~a a9dmMb3939d0b bo- 
bsdg waob. 

09 8AMdemgdab 0Eg76GgQ030(300b Jodbam ARoGoeMe@s 3307g30: Codon bIs Jgodeng- 
do smdyjomo ofbob, MmamMZ Brmg|JGoyqMo sdmMoagbymo JgbbogMQd0; 0a0 bgsaMo~ 
3059/39 Momda~@sb Momdob. ~odsmoa bdab Ig7G-bogmgdse BadboMgdqmo Ag~mmeo- 
abasb go6bb63039d0m, wobsMhgbo bdgd0 AmMd~m|Mo~mmes abeng0e@myjo~myMo LobodmgHm «b- 
0-A393900b aodmgmpbsb BoMdmow@agbb. wobsgmyMo AgnbogomyMo BqmByMob 3mb- 
AMssIybJGBo Msdeg6od9 Codmyjza~@gdgemo Agemeanmo bobab AmdMomdob gdyoMgd0. 
JoQoCMMs@, 9{30EMA JoMaNmo 8mmogmbos — dobdo dys bdo shMy~mgdb doMomoe 
Agmmensb, Jsmosma bdo BoMom|myAM GB ]G309dd0 dedMomdb, J3qm@o bdo syMeombab 
RN64(300b obMamgdb (Jordania, 2011: 47-49). obgmo dmegmo of a3b63e@g9d0 odobgdob 
IMogombdosbmdsdo. 

dobgdob bodegmgab abygdb bsdyge60 dmdmgmoma 9.6. gmeng4Goqmo Ig6bogMgd0b 
Ige~MMEDNM, 5b sdmMnggbgd0b GHMoseai3a0qmo Ag@mmeon0m, Mmdgemag_ Lowy 3xybggqd0b dob- 
damdg GHMoasemgob; dgdega Job qgMmegdos6 L630 ImdmgMengdn, Mmd~mg|da3_ obMyjemg- 
396 03939 LAM AIGyMob Agemmeoob, ob) 9.6. daMamse@ Igemmensb goMaMyJdqe~m0 bobo; 
Age~mMeE ns Jgodengds mebsg aobbbgo3g9dqmoe@ aobgamsMeaghb, doaMed BMobab wobsbyabdo 
© WobobMymdo oy 3amg|dmoe@ yogMb qbobmbo (6 mJG39). 

300M 6304 (Falangaw) sob gZobgamsMgdqema BMEMagmbaom yoMas@ (36mdam~mo 
bLoggma, AMAgmMb3 IMsg0eMIo QmbMANLA3MM~mMgZds Jos8yMHM Hgoem0. MMEgbs(3 avy6eoob 
IMAM |MeDg|d0 gMa Ed 00039 doMomse@o Ig~mmenal aobo~mgdbs ws G®mbdo IegMnsb, dom 
RMgJdo ogo dg3g0mMb MAGBIO HMNbEd(3 LobgmsoMgd0Mm, 3yHbJGoMyAma Ma®dom, o6 
SBAMBNNMA 35M9(309d0M, Moms doMamsw@0 Ig~mmeo0b bmHJdb IrMab bagh39 dgogbob. 
3230 bobodegmm qboMgdab A4Jmby ImdmgMenrgdo doMoms@ Igmmensb bsbwsbsb &yM- 
(300, 332MBob, 3306Gab, LadbGobo Eo MAGogab ob6G\ M3gomydame(3_ 30 sI~ow@Mydg6, o6 
ZdsdI3MgM0 Ed CodbISM] dagMJdaM Jdbosb ~Cobmbsbbydb. gmbSModsyjbJGob Lomagagb 
damosbse dmdmgmemab wboMgd0 gobbobe3Mo3b, Mo~@aob LEmMMy@ Jobdgjo Esdmzo~@gqo~- 
ma G®mboemayMoa (33mamgd960 daMamseEd Igmmenab LA&My4GyModo. 


B2dMMAg {EM 4.3Mb{GM93yb6JGyen* 3m39e~yMHn bdo 
Logo@obb630 Lbobodeagmm bomb dmMab aobbogqmMgdym oeaomb 03939db doemoob 


ZobbLbgo039dyem0 domocmo bdab 89M%Hoo. Job asdmMMAgymmdoab gemagqMb bdob aoymgMgdob 
Igameoo sboggdb — sMHo AZgM@aLIN|MO bIs, SMSdg9E aodyngebo, YyYgmabdagMa yogMo~mds 


a a9-Sbovy ey, da-fxjob jom 


domo MyaQabGMdo. gb aobbogqnMygdqmoa &gddMo, HmMdgGma(3 daMamse Ig~mmensbasb 
dodsMagdam mJGog0mM dooms yogMb wos dam J3z3zqgMMsE asdImMaymMes wWodsema bdg- 
dabaob6. boembgdob qdMogemgbmdabagab Lodommg 8mmngmbayMoa Lodmegmob boggo6bdm 
gemgdg6Gos, MmdAgmas syoemodgdb bIgd0b 89%8agdb, dodob, Mmegbs3 odobygdobmgob 
boggobdm gemgdg6Go oMob ®gddMo, 06 9.6 BqMoe~@mgebo 89ddM0 (Stradner, 1996: 246). 

MHx3 dgg6g9d0 Jomoema ws Codon bIgd0b GH yMdobmemmansbh, bLogemydda: gocmob- 
80900, JoGobgobo Oo g4ymobdo Ismsmo bIgd0b JgdILMyemgdengdb ybmegd96 misa ‘aret- 
icay-b, aretic, (3 badbogh domo™ Eo 4339nM Lo~mosdsoMo3m bdob. Satangahngahay sob 
domoma bdgdab Lobgemo boggm 7j708do Es gb La®yge dom g6od 9 Sodbsgb ,,bdodom- 
mo"-b. &gMdobo avyomoabbImdb Logo~@obbg0 dmammenbb wo domomo bdob dgdbMamgdmoab- 
396 3mbgMgGq~ boMabbb Imambrgb. Bmasw@ose@, IJsmsmo bdab o~gomyMa yogMo~mds 
Imanmbmg3b bdob bLadsmmgb, bLodggqgnMgb, bdodsmoem bImgebgdob. Ma(3_ dgg6gd9 ~odsmm 
bd9ab, abobo smnbodbad9 &gMdobam aperek (bodbo3gb wsdo~@bs wo 39GoMob) CEs godmo- 
ygbgo0 Loggm 9308d0, Iodab, M39 Lb3go bLmogyamgddo dob qbm@gd96 langohngoh-b 
(~odsemo Co o30b4g30e0). y3ggeme gb &g9Mdabo bommse@ ombadbs3b od mgobgdg9db, Mm- 
Agemag_ L6go@obb630 Larggmdo dmgmbm3ggd0 Jomomo bIab goma IJgdILMy~mgdgemb. damom- 
o0 Jgmmeaab dgdILMymgdmab goMes, L630 wodoemo bdab dgdbMymgdmgdb oH ofgm 
L38g(309@myMo Lobgembrme@gdgdn, doy bgmo30@ odobs, MedeEgbse aosbbbgog9dqmoe@ degmoob 
abobo dafamse dgmmensbasb dgw@omg60m. 


GMO Mod ybJGyon* gm30emyMn 89M Boab dgJdbs 

Aggqemgomag, bmBo(3o0sb AygbogomyMa Agd330@Mgmdob gRadbLoMgdo0-dgbobgobsmgob 
4095M09396, MYyI(39 LobM Bm HM0bb3M0gy(300%9 CoyMEbmdoam b603eMgd99 Co 393M(39™9- 
demo qboMgdob 9d aban 9909/3995, Jgadmgdo Es30Mamb bg8aMa B®Mo@ai3oabmgo0b wo- 
Isbsbosmgdagemo 39MsEMZ6gd9 Cd IMsgZ9EmRIMMBZbgd0 (Foley, 1988). sdobydob domomo 
bdob dgdbLMamgdmgda ym3gmamgab wodom bIgZdMms6 gMmo@ ImgMnsb; Jom oH a(30096, 
HMaMMH dgadengds wodsmoa bdgdabas6 CEodmyja~@gdmose JagMs, M93 3093 JRMM oM- 
aqmgdb Lbogmobs ws LEogmgdob 8Mm3gbb. d99(39EM go0gmr, MY MMA ,Jdbosb“ domd- 
mgMomgd0 LodeagMob, agaJMm ws abbs3g@mm Jomo LodmgMgdn domngg abgdom, L6OmmMgc0 
gbos 49d 330E@Mg{MdobLMb WsgogdaMy{dyemn BMMd™g|dgd0b aswod¢Mab AmogoMa gobo~mgdo. 


30~gMdIdasemamgdn 
1. b§ydmab Lodegme. Ay-abob IIMBYQMabs ws bammgbygdob RgayqQo (@o036o, Robgon0). Mseo(30- 
yomo AMsgoe@mbdosbmdab VIl LogMmodmMabe Lad8mbaydab HMHowagayqmo IMsgombInsbmdob gome 
363980 (22 bad&gdogm0, 2014). s(34yEmns HIZL3-ob o403do 


msMadbs 6565 dsMngdsd7d 
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YU-HSIU LU, SHU-CHUAN KAO 
(CHINA, TAIWAN) 


IS THE SONG OF THE AMIS POLYPHONIC OR MONOPHONIC? 


The division of the vocal parts is the basis of polyphony. The Amis sing their songs in the 
concept of two parts. However, a song can be presented acoustically in either monophony or po- 
lyphony according to the members of singing groups, and the singing skills they have (video ex. 1). 

In the development process of the discipline, ethnomusicologists re-inspect the problem of 
Europe-centralism, and agree that the local perspective of ethnic groups should be taken into ac- 
count. In fact, the vocal parts of the Amis are distinguished by the timbre, rather than the pitch. 
The effect of polyphony is mainly created with the “curve” (i’kung) of core melody. The ability of 
“curve” varies with singers, so that the songs presented by different members show various poly- 
phonic acoustics. The skill of presenting multi-part is difficult to be taught and learned. 


Introduction 

As many other indigenous ethnic groups in Taiwan, singing is the core activity and most typ- 
ical musical form of the Amis. Traditionally, the Amis sing without musical instruments, though 
wooden or bamboo slit drum, pestles and mortar, xylophone, rattles, jaw’s harp, musical bow, 
vertical flute, double nose flute, nose whistler and flute with membrane are there in their lives (Lu, 
2003: 322). The beautiful voice of multi-part songs chanted by a group of several friends is their 
god-given grace. 

Located in the eastern part of Taiwan, the Amis population is widely spread in the strip of 
territory starting from the central eastern part (Hualian county) to the south (Taitung county) of 
Taiwan. The singing styles of southern and northern Amis are somewhat different. The polyphonic 
singing from southern Taitung became known to the world after the copyright infringement case 
of 1996 Summer Olympics promotion song, which was performed by Amis singers Difang and his 
wife (Sun, 2008: 139). Their singing style, considered as “free counterpoint” of polyphonic singing 
by Taiwanese scholars, had then caught the attention of international musicologists specialized in 
polyphony. The Georgian scholar Dr. Joseph Jordania brought it up in his book Why do People 
Sing - Music in Human Evolution (Jordania, 2011: 30). 

Though as beautiful as they were, the songs are getting lost with time due to the change 
in living styles and a different recognition of music aesthetics nowadays. To save the traditional 
songs from disappearing, my friend Ms. Kao Shu-chuan invited senior tribal members to teach their 
young generationshow to sing. 


The Difficulty of Passing Down the “Counterpoint” Voice Part 

Since everyone is a singer, there are no so-called “professional musicians” in the tribe. That is 
to say, even senior members, who now play the role of teachers, are not professional singers. It has 
been observed that the low-voice part has been easily learned by the young, while other parts show 
little or even no progress. The seniors do not know how these singing skills can be conveyed. The 
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inheritance of the Amis polyphonic singing now faces a very big challenge. 

Analysis has been done to help understand the problem: low-voice part can be seen as a col- 
lective tribal memory, which is passed down orally generation by generation. Unlike the melody 
of low-voice part with relative fixed melody, other parts are the demonstration of singers’ personal 
singing skills. The counterpoint of western art music is a presentation of movements from several 
independent melodic lines. Taking Georgian polyphony as an example, with the middle part singing 
as the main melody, the part above moves in parallel thirds whereas the one below moves as a drone 
(Jordania, 2011: 47-49). This regular pattern is not found in Amis polyphony. 

Amis songs are initiated by a lead singer who starts the melody part in collective memory — 
e.g. the tribe’s traditional melody rolling for ages — and then other singers who sing the same skele- 
ton melody, with flexible and creative variations join; their melody may somewhat move differently 
in between but become unison (or one octave above) at the beginning and the end of the phrase. 

Falangaw is a village well known for its polyphony that attracts the eyes of many ethnomu- 
sicologists. When group singers sing, on the base of the same key and tone of a fundamental mel- 
ody, they are entitled to change the rhythm, either through syncopation, dotted rhythm, or agogic 
variations, to intersperse the spaces between the notes of the fundamental melody; singers with 
good singing skills even occasionally enrich the main melody’s notes with intervals of third, fourth, 
fifth, sixth, or octave; or adding dissonances created by passing or adjacent notes. The complexity 
of counterpoint is fully determined by the ability a singer has when making tonal changes to the 
skeleton melody. 


A Distinguished Counterpoint Voice Part 

However, the very different high-pitch voice part stands out from various singing skills. What 
makes it distinguished is the method of voicing - not a chest voice but a piercing high-registered 
sound from a tight throat. It is that special timbre, though above one octave away from the funda- 
mental melody, which clearly differentiates it from the low-voice part. For most folks, pitch is a key 
element to illustrate polyphonic singing and form voice parts, but for the Amis, the key is timbre, 
or the so-called split tone color (Stradner, 1996: 246). 

As to the terminologies for high- and low-voices, the term used in the areas of Falangaw, 
Matang and Etulan villages for high-voice singers is misa’areticay; ’aretic means a high and sharp 
talking voice. Satangahngahay is village Rekat’s name for high-voice singing, which means “loud”. 
The terms deliver different expectations and request a particular quality of high voice singers. In 
general, the ideal sound requests for a high-voice are high-pitch, sharpness, and loudness. As to 
low-voice singers, aperek (meaning low and small) is the name used in village Rekat while other 
villages call them /angohngoh (low and loose). All these terms explicitly indicate the characters 
required for presenting good high-voice part in different villages. Except the singer who sings the 
fundamental melody, the other singers of low-voice part do not have a special name for describing 
their positions, no matter how differently they sing in relation to the melody. 


The Recreation of “Counterpoint” Voice Part 

Although notation is usually considered a record of musical inheritance, transcribing what 
singers sing in a written form for the purpose of teaching and propagating skills may lose the viv- 
idness and diversity of oral tradition (Foley, 1988). Amis high-voice singers always sing with low- 
voice singers; theydon’t know how to sing independently, which makes teaching and learning even 
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more difficult. Understanding how singers “make” their songs, trying to think and learn their songs 
in their way are considered the key factors for solving the inheritance problem. 
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Video examples 
1. Guest’s song. Chu-Yin Culture and Arts Troupe (Taiwan, China). The VII International Symposium 


on Traditional Polyphony, Gala Concert of Traditional Polyphony (September, 22, 2014). Preserved 
at the IRCTP archive 
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Id665 IBNINESAI 
(LdISHOIBILI) 


SMOILNGCNILN 8Md39CbINSEN LNILIMNL 
DIILMINISAMISNL BIMGNISNN 9BbobIVNIAN 


sBbobjada HMse0(30qmo IMogombdosbmdab bodgqdae byygboby JgbMymgdob 380H- 
39cm, Lobyobo g@s80 JomMayemo Ladegmab 80GMosMJob — dag ~memob (1877-1924) 
Lobgmaob omab wmszogdomgoqemo. 030 1903-1919 bengddo Joma39emars drab 69M%s- 3000630L 
80053% (7399890 Lo dmgoemgdab bobsydob gobymaRa~mydob dabgg30mM sJGoyqm dgderg- 
AjeJoaM ws LodmagsemgdMng Lofdosbmdob 76gm~@o (bem. 15-2); 

Lodmaseme, dy3% Mmmempob LoemmGhd0HM Immagobgmdob Jomagm boaybem dgdb- 
Myemgdcmmdodo gobbogyoMydyemo s~gomo yog00. 1897 Bgemb dob dagh boggm 3m3- 
do (bodga gem) dgjJd6aema 80M3g9em0 avybeob 80M390em39 ymbE3gMGBom bLoJomaggmmdoa 
S396 803M Bodob JgILMyemgdemmdob fogyoMs Logyqdggmo. dg ~mempob bodydom 
IJOMED QBMMygemMAmoa badydgdob BasoMse LOogemgdobs wo Lodegmsdo RoyMg3~mdab 
8MHab(303b gdysM|Zdme@0 (430600, amnModg, 393gmodgomoa, 2007; asmoyobody, 2007). 

MmmGHdsMab damaMogoaab 33emgg3abob Msd@ 6099 sboem QoJGb dogoagbo. 

(38mdagmas, Gd 1899 Bgemb dg Mmemyo WoodoGodIM]b Eo og0 AJyymoobab (30bgdo 
abw@og@s bLobygemb. Job 8 Bye dagboxygh, doamed bodyMmdogmgdo domme 4 Byem0 aso- 
BoM — dodob sMbgdqemo gobmbob mobobdIse@, Lobygmab bobg3Z9M0 aG3Z0MMs Jobds ~wod, 
BmGamd, Amdgma3 4 emob dobdag~mdy ddob aggMeam IKw@sMs Logobda aby, Hmd M300 
49 3°99 sdob dgbobgd sMoggQMo a(3M@0. Agbododobse, dy 347 abo~@Sb aomogabygQem@m@s oMs 
1904-do (AmamG(3 gb dobsdeg aym (36mdoe@0), 0M9d9@ 1903 Bab. 

gb Man imbes 80GoMs wegAGoer0 Labsde3gomgdo do~mosb Ibod3zgbge@mmgobos Eo 0, Mo- 
89: 1903 Ba9emb bLorbyddo Row@ob omnes goggogod9 (bem. 3). bobydob Lobmas@mgdmom- 
do Dob Cae dq JgbggEMSEL qoymdb JgMgedadgg9d0b gdmdo, sbLbeE~mmgeba Axybgd0bo ws 
(39(363900b 439d. c@aommdMng 268 mnagb(30sbms6 gMMo@ Lo~amdy Imb3gqjmo ymo@o- 
ms adgysdoe@ Lomb yIdo IymgQa Mdagmobob EMsdsGyemo wobo3, dqg4 ~Mmepob obboddmb 
30 EBbSdYMA Eo boJoMasggemmb Lge gaymbggdab LadmgMgdams we (39339d0M wowdd- 
396gd09 Lyme (feqmeyenns, 1974). RIMRJMMdomM ~qi36moos, 3mbyMg|Gyeow@ MmIdgem 
sbbsddmdgo LowydoM0. damogoMa abso, md 9d EMMbL dag Mmmys am~mosb —39%@OM 
ODYMQIOMES Ed OM (306gdo. SdOb CsdDsobHAMIdgemo QBMAmbyMomag sMbydmob. 

bLogoms dmmoab, bmbyddo Jomagqemas ImGoab 69Mo- j0Mbga0b 30d03%(39e~g96geEn0 bo- 
dmgoemgdab Lobsydob gobymgRam|do LEmMM{eE o~mosb gobo Gob Jgd~@gJa, goobbbs, M3 
XIX-XXbb-ab  dagybsdg ombsdgado JomMoyemn bLodmasemgdab aobbogqmMygdyem o4- 
8ogMMdb] Joagamomgab. Lobmasemgdab mogdIKZeEmrdoM{@ (36mda~0 AbAMeEab, CMo- 
JoGyMgaob, Abobomdobs eo LobmaseEmr Imeagobob — dogo wow~oosbab Es, Jomdo8mbo 
dsHo0sd (Gsdem) obfedsdg aym oMAgycmn. gMMBZbqmo Lymabyg3ggmgdob obodommydmoe@ 69- 
Ho-300b30b 3545343907969 EMIs b5OMg5EOM965d JoOMHQ{m-oMbsd’yMa gobmamMogoaymo 
aybeab Rodmyommndgds aowmobygn®e. 9d a@gab aosbbobmM3ogmgdmoe@ jo dodm obfedo- 
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d9d Lob yddo dy347 comes Jonbgns. LogoMoeme, gb sdMo dob ddod dosbmees: dogs 
CdEsbo sMS JoMGBM jJoMaoe o(36mMdeo0 dy347 Mmemypob, oMsdge@ 1997 Bab, Jaymoobdo 
BMO3Z9MBOL aodoMmgodai3_ gbdoMgdmeob. 

dy gy mmemyob 80M3g9e0, 80-693M0960 axbeab 80M3g9em0 ymb(3gMGo 1904 Bemob 25 
bad&gdagMb dogmas. o@bobgada boanbem bofdosbmdob bLobyobse LomMge@ gb MoMo~mo 
bes Jagahboma. doaMed wobsbobos, md bs9q(3609MM MoH MoGyModo ob Lbgo@obb3e- 
330M9@ Mab Jamamgdyemo. 

gommana dadsMosbh asdm33emgg30d0 MIgMENgq(300d@gm™m0 06G907M0g,96(300b 3MMd0H960 
69365 b9md0 g30mMby~mda: 0. sbAodsd9d ~o 6. Yobsdosd Lomb yIdo donbgagb Jomaymo 
Loaybeom-gmgomamo L3mmab asdmAgboma mb&oGo 443% Mmmyo, MmdAQGmM(3Z 0EM](3 
sMogMabyem godmbyemo oJ Mmogobo avybeoon” (W[sum3apua, 1979: 207). o3GGb 380%39e@0 
JoMagm-sybobqMHa avybeoab wosMbgdob moMamo 1903 Beroe@cb 1910 b9mdq ofgb aow- 
ImbBgxyemo. 1911 Bgmos damamgdyemo Jomaqm bodgmmes 96(303~m8ge@osdo0 (Bbog30d9, 
1981: 321); Mab ym AgbogsmyAMa g6303@m3geo0b | Gmddo jo aybeob dgJdbs 1914 
Bemamss WoMosMaM|dyjom0 (Axo6Oam3e, 1973: 26). 

1962 Bomb IgmMyje aodma3o dobjgam ms3gMdsob QBybesdgbGyMo bodMmdo og7bo- 
dH M75GGOb obGmMo0e@6 (IakepOaii, 1962), bows3 dygg~497 Mmemmsh JoMorrym-sybo- 
dbqAMo avybeob dgfdbob MoMomse 1914 Baemos damamgdyemo. q(3boyMos, MsGmd dg(3- 
30M 93 HMMIS Msg0b039 Boabob 8%3g9e~ g99-(39dsdo Jamamgdqyema MoMama — 1904 
Bgema? MsGmd Ambes od MoMamab IAmgmo 10 Beam aose@dmbygo? Mogo0~e o3GmMa bed 
boay6bem bofdosbmdob bobyob moMomb 09 Ibod3Z6g~mmgZ060 Amge~gbob dmbosba~mgme we 
HDZOMdbaMZgmMOMs dagh ImEMegdyoem Joboe~msdg WoyMEbmdam sbobgmgd~@o? 

033932; md 1910 Bomb dj ~mmqb domMame3 dgyJdb0o obo~mo avyybe@o 
(I3un3apus, 1979). 03969 cmd3g9Mdo00 ogmbgdb: ,,1909 Bgemb dadodsmgb Lobaydab daogmores 
bgmemsdo. d4347 bdoMseE Ig89Goygome@s Msgabmsb, Joy3gdme@s bombyM bodmgm7dbq, 
aLdgbe@s Agdb LodemgMob eo dodgmMM{d~eo0, GHmd soMobmegh wsdgbgdgdnbo Moga boembayMo 
LodmgMabomgab. Agdb dagm AmbayMd9 bsdmgM ombsdym Lodmgmgdb jo QmbmaMog by 
obgMeo. 1910-1911 Bergddo den 347 ComMeEmyod CEossMbs avybeo, Mmd~mob M9898 qomdo 
JJROMES MmMaMH’3 Eobogmgam, ab sMIMboge@mgm bLoJoMaggm~mb bodegmgan" Jlakepbaii, 
1979: 4-5). S93a30Ms@, sboemo aybeob wooMbydob BoJGo gggb oM joes ob3q3~@gb. dJo- 
doboe@od9, 1910-1911 Bemgddo Lobaddo yomnde@gds j30@g93 9MOM0, 4339 Magam dgmmg 
JoMagm-smbobymo (a. dadsmosb dobgegom, 5965 bjH-JoGoryenn) anbeo, Amdgembs3 
330093 dQ34 Mmems bgmddrg3eb6bge~mdb. od Logdob aba(3008mM]d0 JoMosd obfsdsdg ws 
bLmbsydob Jomoyemo bgmmob bgmddmgobgemn, gnbmamogo — 6baj3m Yobsdos oMosb. 

amoame fAba330d9 aybeob weosoMbygdab moMame@ 1911 Bgemb sbobgmygdb. dondemg- 
dgmos, Md 96 aMoagmmb 1903 Bgemb do4dbamo axybeabs eo domo gmbi3gMmGob dg- 
bob9d 0 LEMeEbmes. 0f69d, 030 5d RoJGb Lomsboem yyMoemgesb axybeob bsbdmygeng 
ImMEgebgmdob aodm oM of(393@o? LodbyboMme, 1911 Bab dofdbomde avybedo3 3m 8s 
bsb6b noMbygdo. dodbgbo, se~mdom, bobbHmds oym. 

1912 Bomb dg mmm obo ymmgdGagb Jdbob. odob a309(36mdb 13 agemabob 
bobsmbm gobgado asdm{ggy6goqem0 Bamana: 0d Mod@g60d9 boob Babsm bmbyddos(3 
Dgbegs Ms30e@ bagm Mo3Ze@aQaMadab JgnmoqMmdam ImdegmMsmms ay6eoo (6030 ms30A0- 
Madg Jomojob 330.30 oy — dg6adgbo fgdoo, 9. eh 09 aybeab dobobos dgsaMmmgmb 
God Agabbogemmb Lbgoe@obbgo gqmbab bomb amo LodmgMgda LMAmMasE gZoE543g9NgJdEmMsE, 
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49993 30 aoedbi3gb eo aos(36mMb ob Lobmasa@mgdob. LEmMM|e aby, Mmamm3 bombo 
degmab dob". 

Lodmgmab ogmg68ogyMo dJgbMymgdob sdagomse bobaobds odoby qbeo doag3obod- 
Bgd@gb, Gmd bombyMa LodmgMgdab ,a0~@o39mgd0", Ladmegmsda foMg30 Aggamgdmago 
Imgemg bso. LHoGoob o3GmMo saMdgengob: ,anoeb byemddmgoebgmmdb ofgm goMase (36m- 
dogma, Lbgo@obbgo boembymo Lodmgmgdob 3oMa0 d(3me@bg 3-60 d. memo. anberen xgh- 
RJMmdo00 22 3o(30boa06 dgwagds. ayoeoa Aq3o~@abgmde@s MMa M39, EMgda MMH bLooob. 
eMgdeab mam {dob 35 Lodegms Imsddbs@o: yobqQMo, JomMamayMo, ayMyono, Igamyono, 
SBbobyMHa, L3g6qMo ee bgRgLyMyem0. axybeda oMnsb LgobqyMo FosbyMobs wo AmbaxyMab 
09 33M9]MgJb0, 9~(393393960: AJQMyAm@oabs Lbodyo, L3g06qMobs, oBbsbqMabs, bmomomo- 
bo, CogemaMoabs, joybeomabs, magqMoabs ws Lbgo%. y3ggqmodg FoMdo Boye bmdIM]doe0 
Rodmagmomns ombsb yma syodo Cs CWa@aba. dmeamb ja ~obsbgdom oMab smbadbyena, 
Ad ,doybg@30E COED BoMdsH gdabo, MMdIgma3 a~ybeok 3mb(39%Gdo CoodbsbyMo, 1 
agmoabb bobyddo w@s 3 agmobb aywmoqmoda, bo3mbi39%8rm GHyMbgb goboamdgemgdemoco 
bogoMm mobbab dmammggdo avybe@do donb3 39 dgdmm wo adymgdqemo asbe@s obg3 bo- 
bddo wsdMybgdqmaym™ (Lobsenbr Bo b9m0, Ne648). 

AMaMMH?3 36ge03m, gb d4n3%) ~omemob sbs~mo — Magom AgbLodg JoMaym-sybob4yMo 
Abed, LogdomeE bsMIsG dqyema3, Mo~@aob ymb3gMByob JoMomogh, bobgmb obgggb, ow- 
d(30 d3gmo 8Mmdemgdo — qbobbMmeds, ab93 gowoygMgemo. 

339329 ggohggbs, Gmd dagg ~omageb ygg~@e sVoeo dgIomaghemdoms Eo %g- 
89M HQMaM JoMam-sybobyMos. Msd@gjb60d9 smbobyMo bLodegMe (oog¢mocmol bodeg- 
Ms, bLodmgMs 504589, gq@obos, Lod~egGs bLo~@mmdmb de~5940b]) mmGhssGb o3069 moggM- 
doabaob BmbmaMogam HoybgMoas, axybeobsmgab qbbogmgdno wo 1913 Bgmb g4aymoobdo 
(38mdagma JoMaggma smgGob — og0g0 BgMgonemob bLoogyda~mgm bLomsdmbg3 dgqbMmymg- 
d09 (Bbo339d9, 1975: 81). dng comes BgMbL: ,...A9d0 dgamymo qmdqemob d9de@98 
DZoM3MJIemnsba sgogo Lygbodg godmgo~@e wo Aggbb aggMeom wowae"-m. Mod~@gbdg 
cemob dadega Jambobb anbeab 693M 960 JdmdmayMm Loggmda — Lbga8mMdo doyb3gg00. 
anbeab 693Ma, 36mdo~ma Mgo«GMomo 8HM3mg HwyMoos obbg6gdb: ,LygyMebmsb 898d 
Lobmgs mmeaasb, my gh dgbodmgdgmns, aodoambym ombod yma dg8y39mgd0, Ivybo- 
B® @5 IZEmeE00m. aybeokb bggMgQddo_ 3mbb8s68069 oboer-0g0d, Jodbodg obyod, bo3m- 
M™mmb dosbds, AJr&qod odegmgb gvyeobo, odoMo0, MddoJo, JodoxXOMo. (39332 JoMomabo 
DgoLMAms RMOEMED MMeyQMadgd ~s bMMADS 439339399 BggoM ohdsd. (39339dOMS We 
LodmgMgdom 0 8o3gdqmo 93930 Godb qyMog3e@0 JgILMAmMg|demgdb wo Jo~emmdeb —(3bo- 
C9dE, gbreEg6 wCa~a bosdmgbgdobsmg3o0b" (feqmeoyenns, 1983: 31). 93930 B9MQmgIMmOob 
JMase boasbagdme aomomgdqem Lyfiomdg, Logomoyqeme, dag mmemyob dgbod9 awb- 
Cao Hes aymb smdgg¢ceoomo. 

1919 Bgemb JoManggmoa dybozmbob, gmmygmmMabGob, 3ge@oamaab, mmBdomab wo 
bobmasem Imegebab — BoJoMos Bbaggsdob (1862-1930) abagnoGozom CEssMbydy~ oo2bo- 
dgaob bodabozm bo dmgoe@mgdob 3069930935656 dy 3%) ~ame~od Rodmoyoemads 3o- 
093 gMao 80 BagMasbo abo. 

Cob%YLG gdm dgod~mgdo am gob, Mmd dygq mmempob Lmbyddo Lam EMBs mabo 
abeo day 4d6boo: | — 1904 Bomb (80- 35(30960); Il — 1911 Bgcrob; Il — 1912 Bgeob (22 Ber 
(30960) co IV —1919 Byeb (ob93 80-35(30060). Dgbodemgdgmos, Jobo avjbegdab Momegbmds 
gZoobsMemb 3093, Mo~@aob BmangMm bysMmdo Msdegbadg Loge (beobydob Adoms avyb- 
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ca, bmgob Iqdome 3)6c00) 394 H030(3 oMab bsbbybgd0. 

dodobse@sdg9, oMbobgado dy3y Mmmmpob Imagobgmdob 3gMame@0 1903-1919 Bergdb 
Im393b. MMBsoMo AobdIGsdqMm yBymBqMym-bLogsbdobsmmgdemm bofdosbmdob g6g3~9, 
BOJOL 9Q3b5O4MH QmmyzemmMAb, JoMaogb ymb3qgMByob, ohymdb LogsbGMmamm SHqmMbggdb, 
oyomndgob JoMayemn ga~@mseMdmbay@o bodmgce@mgdobs Es bodybagm bodmgocemgdob 
096s Byaab g569mg0969dL, LBAEGOL 3oeEM gdb. dobo avybegda qIbadgbgmmgobgb Mmemb 
obMyengd96 0d Bq~rbab BamMBQMym (36mM3gMQd9do ws, M3 AMdgo0Moa, aAbob qyZRg0Cmo- 
396 sbo~ bLobgmgdb. dom dmmob, qdaMggmgb ymgmobs, 03069 moggMdo0 bes ~wogo- 
bobgmma (o@bsdqMo ZVMBygMob od Imeagoebab agomMo bLogoe@ebb30 EMmab dobomgddo 
Lbgoe@obb39 Lobom agb3e@gds: ms3g9Mdons, (Md39MS50, (5 3Md0). 

@obobsbas, MMd smbsdymo Agbogab bBmaagMan AyZZmg30M0 bLogybem dgdLM~- 
mgdcmmdob 09 qAbadZbg~mgob6gb BqMameEb wanmgdgmymeb wo bojJoMmggemb dod- 
39 Bymbgdo QmemyzemmmMoab Lobygbm dgdILMyemgdcmmdob omgmab baMBamse RIM Im- 
33006™ (1911, 1914 66.) ©od dzIe@ga, yo Loddroms bomoabyQmgdab wodysMgdob 80%3ge~ 
Bemgdb doohbggb. 

8HMB gLaQ@A Agbagab gobgamseMgQdob oMbobgamda gdmgbgdo AgxX0~e b3g0Mb300b 
BgMo~mo, Mmdgema(3_: 1971 Bgemb, gaymbom boddmos 69¢7m369d0b Ne12-dos w@sdggeoo- 
Mo. 93GMMo AML: ,omRbobgamab AgqbogomyaMm (3bmgMgQdsdo Abod3ZbgemmgZ06 Amagemgbob 
BoMIMs@agbes 1928 Berab 9399d9%do bLobgmdbagm Mgo8Mab bLygbobg aodomaymo 
bombo Anbogab 80%3qcm0 (bs bo Agdos — a. 3+) 3M639M Go. 09 EmMbabdagdam bog qd- 
3gcma Bogyoms sgbodgnob ddMmdgmms dmmoab boembymo Agbagab agadobmdagM 8Hm- 
852A96@ob". 9d JgMON sdds(30M Yayemgdgmymeamoas dygaq mmempsb og4gbdgebemosbo 
Lomm®d0Mm Immgobgmdo, dab dag ImbBymdogna (9m ggyemo 3mb3gMBgdomo wo bogmb- 
(39H ByMbg960M, bream HZaM ~mGoMob Mmemo dgzIeoga g8obmesdegs woy3obamo: 
3 (M539MS909 RIM 3~EgZ oMbodbgado Lodgmms bgmabyRemgdob wodyoMy7d0I@q, sboe~- 
ZodMeS domydom fodmoyomoads LmbgAdob boaqbem 649, Mmdgemas LEsgmmde@o ~d39- 
mab ogbsd4MH boembyMm Lodmrgmgab. of Js6 as036m dmdmgmoma dg mms ~o Jobo 
LSbdISM ZbAM YMang{Momds EodsdyoMs BoJoMns Bomnsdzgo~mamb‘! (s~mdom, ogyjmobbdgds 
dodm sbhodsdob wosgomgdome ws bgmdgbymdom 1915 Bgemb dgo4dbamo ombodqmo aybeo, 
Amdmoab bomddmgo6gemmeds 16 Bmoab o. mo3qgMdoob — 80M3ge~m 9g3bsd MM 8d9Mb CWosgo- 
gb — 3.) 

JoMOHsMas, SRBbsbgmab 3mdI_baL®yMo 89MGHoao0b Lom~m|m yrdaS Gob dengbob, dg- 
KOE bgoMby0ob BgMag~mo LosbasMadm AmbbybgdEb dmagoambydb, doaMod LHymoose@ odyjo- 
Mos, Hd og3GmMo b3g3o0moabGgdab — oybobyMo Aygbogab oab{mMogmbgdob o6g3mMdo30ob 
JYMEKMds. LodbybsMms, oy oboba 0H 0736mMd~e@bg6 dJabga~ mo3gMdoob Bybesdgb Gym 
dmmdsb 093658qH0 9708 H0b 0b8MMo0E06, bse@o(3_ d43%) TmMmpob Ammgoebgmds ogbo- 
bgadO ~s dJabo Am~M oybsdyMHo boembaMoa IMogombdosba Lodegmab dgdbMyamgdmmdo- 
do Lomoebseme@oss dggebgdqemo (ms 39Md00, 1957). 96, aJ69d, 0(36-deE696 ws dgabgd~yemoro 
DS awgrgae~yyBebyo? 

SBbob!yMHa HMosea3o0qmo dygbogob dgdLMymgdmmeab kMmdemgdgdabse@da dadme3bo~m 
BsdMmdme Irmoab Lohambdyem obGgMgbLb odbobyMgdb 898 QgMdqMageo Iq(360gMab, memao 
bywmogmgeb 3393900. xIMXQMrd0m domeme 1982 Bgmb godm{ggybgdqe b&oSoob 


AMsce0(309C~M0 bLoaqnbeom JegmMs ombsbjmab sHmg gboy~@ ymemgdh039dd0 (Cymakosa, 
1982) wes bLozsben@sGm OsdGmIab 097b5B05 bog ybeor dmgMs 6Mgnh3 BrMEajemGobs 


90 doMabs 330g0bsd9 


© 056509039 Amen 30mMMHa BAaL dm30m9 65 (Cynakosa, 1984) SBHMMIBIMSGHL 30(36—md. 
wobobgmgdqem bodMmdgddo Jomdo8mbo mmas3 syBbobgnab dbo&gMqymo ngamdm4d9- 
w@gdabs wes bLogybem bLodegmab bo3mby3gMGm daILMymgdmmdob bLobyabgdb bLodgmmes 
baemabygmgdob 380Mg39m bemgdb 4303d0Mgdb. 

AmamMH3 bgImMa omgb6adbg, 80M3g7Cm0 JoMayem-oybsdymo aybeab fodmyomndg- 
dob aobbogqmMygdqyemo seanmo ggaMogh RMoseag3ayemo Aqnbo3zob JgdbMymgdcmedobs ws 
JoMagm-sMbobyMa qMongMamdgdoab ab&mMosdo. sdaSmds3 0M a39ndmde bobs 389- 
Homeab Imagobgmoe — dy34) mmemmob, 039039, dabo dmbbsgmggda0b — Mado dgmgaoob, 
30MM] BoggmMoob, 8msGMb6 Robeyqemooob, 03069 moggMdsab Mgo6e~mo od boJdgdo. 

0439 Deo om gob, Mmd dygy Mmempob JoMaqm-ogbsdbymo aybeoob (19046.) 
HDPGMosmobjgoyma Eowadgdob Cenwe Dbodzbgmmdob Hgammb ogbodgda3 of soMym- 
396. JRMM AAZHbL3 30HYy30: Go~gsbs(3 oybobgado bomb yMo dJgdm4dge@gdo (gnbmamo- 
Rayemo anbeogdob boboo) bsbaMdmago 89Momeab dobdamdy aowosgRogge HgoGMomyMh 
bgeamgb6gdab ws MMgZg soMoM|MAMSE ZOMSMEJIMOS, dyZq MmMmpb b38g4GHogcgob 
SBbsb8MHa MQHMob boms39~eo0(3 Joohbg396 (ms 39Md00, 1957: 28) (oqroomdoa. LD. b9- 
mmgbgdob asbgamsMgdob gb &gbw@gbi309 dgdegaday3 aoaMdgmygdqmo. dogomomoe@, 1918 
Bgemb (6mdoe~mdo DbsGZgo0Mdo seg dbobe@mM) doMgedadgd dgJdbs ombsdyMa bodegmgdob 
HDZSHMosemyMa obb(3960M 7dg9d0 (Ken6a, 2007: 2). 09539 89Mamedo mAsdhoMgmds I~mo&mb 
dogMamds seEgommdMnga sge@saAmMagdobsas6 Hodmoyoemads boaybem-oMsdsGqymo 6M. 
Bemgdob dobdamdg eEMsdoGyem L3g4Gogmgob bomb ymo Lodegmgdob (3m3bom@ma0 dgbmry- 
(JO) 9QMMd9d~E696, o6 8nMoJam, Lodegmab woboeEadgemoseE BHMgBgbombs~ MggobmMMmb 
gnbmaMogoyem anbeodo 06393@696. obg dmbe@o 1934 Bg~mb, M30 (36mdo~mdo ~mmBdoMIs 
= 8M9HM6 Bobyxyemo0d Mg yabmMo 306Go6a, aoMo30 (asGogo — Bbg93eEmMbados, bsd~egamo 
330M 30 3oAbodgo) danbg08 gnbmaMogQoayem sbboddemdo LofrMbo~mm bodmgmab mgoSMo- 
mmo w~os@adobomgab (gomsbesdg ©d 330gobsd9, 2011: 28). 

esbobMyem, 393099mMM]d, Gmd Bbm3gMJd0b gMan SgMomen (1903-191966.) dy34 
Mmmsd oMbsbgab wom jogdoMs. JsMmomos, dMdE_IZ6—M Bergddo ogo oMbobgada smoM 
Imegobgmdb, doaMsd ogbobqM LodegMeb donbi3 bodo8om se@agomoa ofgb Iohgboe~mo dobo 
abegdob Mg8g9M8yoMdo. dogomomoee@, 1920 Bemob mgdgMZ0emdo, L3g(300cmyAMs@ ao- 
Imymeama g0ambam dag ~mempob avybeo AmadoyqMmdb wobogm gn bLoJoMaggmmb 
Logo@obb30 gaymbgdo eo apbeab Mad{MByoMdo sbo~mo Hg ZoG\MomobgoyYem0 ymd3mbo- 
(309 6965 B4H0 bog gemos Ig8sbagmo. sybsd’yHo 3ymBqmob ImiqmomMobs30sb ~mme- 
0M Iangmoa LogmEgbemab dobbamby Moga0dImegdam saMdgmgde@s. 030 wow dbod3b9- 
mmdob osboggde@s ombsdgdob yraoo-(36m3gMgd0b, %b6g-Aggymygdgoob, Igqbozo~mymo oy 
bgasOMbLOByYy309M0 Bm~mygemmMab dgbbogmob. mmHa Bg9Moma(3 doydmgbs sMbodbyMH dAxybo- 
Bob. QomMgboe@ dbodgbgmmgobos dJobo (36mdo, md ,odQEMmabog{m ombsbgmdo dbgemoco 
Amadgdbjdmeo maesbo, Loeo(3 JoMayen LoImgMgdb 0H Iegmmebyb~ (yg9605, o~myMHndg, 
393C0d30~M0, 2007: 155). mmGssGds Ca@d Eg06E0 EsbOM sabobyHa yRm~m3e~mmMoab 
dggMgd0b LoJdgb. ob Mgmo@s, Hd oybsbgmdo RoMaMIdsbdGodosba Rm~m3zemmMobSqemo 
gJb38g020(30960 Qoeo gboMdmgdnbom, Mabo Lodyjogmg|ds(3 Msg0e@ 9H Bfmbeoo. Wobobdomyd- 
mse dob dBoJoMos gomosdgomabamgoabs73 dJoqdoMoms3b. BgmMa~mdo mmBdsoMo (3@o~mmdb 
wombosdqamb JoMoyemo Agbogab gmobogmbb, eae dgbogmbb, md dgagmyemo Eo ombo- 
dAMO Lod~rgM|d0 YoOMAbseE Lonb IM {LMs MmamM3 Bdobes Agqbogo~mymMo, obg Bbojm- 
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mmaonma baIMAIg@gd0b MZombobMobam ([3sun3apus, 1979: 207). LodbybsMme, dobds 


d(3g9mMd0d Jg~m@ga0 39M aodImMo~m™. 

dy 3°) MEMS oMRbSbS I—r-Mab qeag~gbo s3hMMaG Bom bLoMagdmmdes. 030 Jom- 
mg0b LoygoMgem0 dobbogmgdgemn Eo JdmdmayMo AnbogomyAMo bo~mmgbgdab oy3g03gd0b 
Agbodg, FsIGZ0ma Maw QMO AYM. Ed SMS dJoMHO bgm~mmgbgdab boygMmdo: 1918 Bgmb 
aqMm|gdab dgdmbggob eMmb dygy mmemys dgaMgm-oMbobms 130-30(30060 MsbdaM bo- 
JoMangg~mmb GH yHoGMMay\emo Iamosbmdob wobo(3030@ Rswob ssmydIdo (ygZ9605, oemry- 
Mod9, 393mod3oeo, 2007: 17). JAmgbyem0 AybozomyMa BqmByMab aoswomAgbobsmg3ob 
SMdmremosdo dyj7y ~mmpsd omobmdam s@sdosbo fosds. dob avybegddo ombobgdo, dg- 
amgmgoo, adgMengdn, ayyMyengdn, b306960, Lbgo@obb30 sbozobs ws bo3nomamo agbab 
BoMAMds@ajbemgdo JME ImgMm@byb. opbodbgando bsembyMa Agbogab bob(3g6m dgdb- 


Mxyomgdemmdo damosboe dy 34) ~meammpob JomMaym-oMbobyMa aybeaw@sb sdmobsMe@d. 
SBbsb8yMHo AMogombdosbmdob bogyd3gemoob 33emg30b Lodmdogemme@ 339939030. 
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MARINA KVIZHINADZE 
(GEORGIA) 


NOTES ON PERFORMING TRADITIONAL MULTIPART 
SONGS IN ABKHAZIA (ABKHAZETD 


In Abkhazia, the first, starting step of performing specimens of traditional multipart songs 
on the stage is associated with the name of the patriarch of Georgian singing Dzuku Lolua (1877— 
1924). In the years 1903-1919 he was engaged in intensive creative and social activities at the 
invitation of the Sokhumi Department of the Georgian Society for the Dissemination of Literacy 
among People (fig. 1, 2). 


In general Dzuku Lolua’s activities as a conductor occupy a special place in Georgian choral 
singing. The very first concert of the choir he had formed in the village of Koka (Samegrelo) laid 
the foundation for the performance of an authentic type in Georgia. Dzuku Lolua’s working method 
was founded on oral teaching of the folklore specimens and the principle of not interfering in sing- 
ing (Zhvania, Iluridze, Kevlishvili, 2007; Garaqanidze, 2007). 

When studying the conductor’s biography I came across some new facts. 

As is generally known, in 1899 Dzuku Lolua was incarcerated and was sentenced to in Kutaisi 
prison for eight years, but he spent only four years there — according to the law of those days his 
sentence was shared by his sister Notio, who served four years in the cell next to her brother, but 
Dzuku knew nothing about this. Therefore Dzuku was released from prison not in 1904 (as was 
thought), but in 1903. 

This seemingly minor detail is very important for the following reason: in 1903 Ilia Chavcha- 
vadze visited Sokhumi (fig. 3). The Sokhumi public gave him a hearty welcome under the centu- 
ry-old oaks and lindens at the Shervashidzes’ estate. Invited to the dinner were the local intellec- 
tuals and together with them the Tbilisi Drama Company which was on tour in Sukhumi at that 
time. Dzuku Lolua’s ensemble entertained the guests with songs and dances of Abkhazia and other 
provinces of Georgia (Churghulia, 1974). So far it is unknown which ensemble it was, but the main 
thing is that Dzuku Lolua was there with Ilia Chavchavadze, and not in prison. There is even a 
photograph which corroborates this fact. 

By the way it was after Ilia Chavchavadze’s visit that the Sokhumi Department of the Geor- 
gian Society for the Dissemination of Literacy among People was opened, which indicates a spe- 
cial activity of the Georgian public in Abkhazia at the turn of the 19™ and 20" centuries. Mariam 
(Masho) Anchabadze, sister of Shalva Dadiani, a famous writer, play-writer, actor and public figure 
was elected chairwoman of the Society. The Society for the Dissemination of Literacy decided to 
form a Georgian-Abkhazian ethnographic choir in order to strengthen patriotic spirit. Masho Anch- 
abadze invited Dzuku Lolua to Sokhumi to implement the idea. It was evidently her brother who 
prompted the plan: Shalva Dadiani not only knew Dzuku Lolua very well, but in the year 1897 he 
helped Dzuku Lolua to stage a concert in Kutaisi. 
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The first concert of Dzuku Lolua’s choir numbering 80 people was given on September 25, 
1904. This is the date that should be considered the beginning of choral singing activities in Abkha- 
zia, butt I regret to say that in scholarly literature different dates are given. 

In Giorgi Dzidzaria’s research The Formation of the Pre-Revolutionary Intelligentsia in Ab- 
khazia we read, “M. Anchabadze and N. Janashia invited Dzuku Lolua, an outstanding master of 
the Georgian choral-vocal school to Sokhumi, who, together with his choir had given concerts here 
many times”. (Dzidzaria, 1979: 207). The author shifted the date of the formation of the first Geor- 
gian-Abkhazian choir from the year 1903 to 1910. In the Georgian soviet Encyclopedia the date is 
even later — 1911 (Chkhikvadze, 1981: 321); in the first volume of the Russian Musical Encyclope- 
dia the date given for the foundation of the choir is 1914 (Akhobadze, 1973: 26). 

In 1962 Mikhael Lakerbay’s fundamental work On the History of the Abkhazian Theatre was 
published a second time, and here the year of the formation of Dzuku Lolua’s Georgian-Abkhazian 
Choir is indicated as 1914 (Lakerbay, 1962). It is strange that the author changed the year 1904 
indicated in the first edition; why was it that the date was shifted forward by a whole decade? The 
author himself defined the date of the beginning of the choral singing activities basing on the mate- 
rial about this important event provided by its participants and eye-witnesses. 

It is a fact that in 1910 Dzuku Lolua did form a new choir (Dzidzaria, 1979). Ivane Lakerbay 
remembers, “In 1909 I was enrolled in the Highlanders’ School in Sokhumi. Dzuku often invited 
me and spoke to me about folk songs, listened to my singing and told me many a time that I should 
never give up singing. Besides, he recorded on the phonograph the Abkhazian songs I sang to 
the accompaniment of the chonguri. In the years 1910-1911 Dzuki Lolua founded a choir whose 
repertory included both western and eastern Georgian songs” (Lakerbay, 1979: 4-5). The fact of 
the founding of a new choir seems quite convincing. So in the years 1910-1911 another, and thus a 
second Georgian-Abkhazian choir (according to Dzidzaria — Abkhazian-Georgian) was formed in 
Sokhumi, its conductor still being Dzuku Lolua. The idea was suggested by Mariam Anchabadze 
and Niko Janashia, an ethnographer and principal of the Georgian school in Sokhumi. 

According to Grigol Chkhikvadze the choir was formed in 1911. It is impossible that Grigol 
Chkhikvadze did not know anything about the choir established in 1903 and about their concert. 
Perhaps he did not pay due attention to this fact because the choir functioned for only a short period 
of time. Unfortunately the choir formed in 1911 did not last for a long time either. The reason may 
have been a lack of sufficient funds. 

In 1912 Dzuku Lolua formed a new choir. The information is given in the Sakhalkho Gazeti 
newspaper of July 13, where the article reads, “Some time ago a choir of singers, headed by Prince 
Niko Tavdgiridze (he was the city Mayor — the author’s note, M.K.). The goal of the choir is to 
collect and study the folk songs of various provinces without introducing any changes, and subse- 
quently to present them to the public so that they be acquainted with them exactly in the manner 
people sing them”. 

Such an emphasis laid on authentic performance must refer to the fact that such “alteration” of 
folk songs, interfering in the manner of singing, was not uncommon. The author of the article contin- 
ues, “The choir is conducted by Dz. Lolua, quite well known here, who knows different folk songs 
very well. So far the choir consists of twenty-two people. The choir had rehearsals for two months, 
two hours a day. Until now they have prepared 35 songs: Kakhetian, Kartlian, Gurian, Megrelian, 
Abkhazian, Svanian and Khevsurian. In the choir there are also players of the Svanian chuniri (a 
three-stringed bow instrument) and the chonguri (a kind of mandolin, with silk strings), the dancers 
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performed Megrelian Skhapua, Svanian, Abkhazian dances, also Khorali, Davluri, Uzundara and 
the Lezghian dance, etc. ““The most successful were the Abkhazian Agishi and Ghighini (a kind of 
crooning)”. At the end the author notes with regret that “in spite of the great success which the choir 
enjoyed on July 1 in Sokhumi and on July 3 in Gudauta the choir failed to raise the money needed 
for continuing the tour and had to go back to Sokhumi” (Sakhalkho Gazeti, No. 648). 

As we see it Dzuku Lolua’s new, third Georgian-Abkhazian choir wasquite successful at giv- 
ing concerts and winning fame, though the old problem — the lack of money, remained unsolved. 
Research showed that all the choirs of Dzuku Lolua consisted of Georgians and Abkhazians. Some 
Abkhazian songs (the song of the wounded man, a song about Ayba, Gudisa, a song about Solomon 
Bghazhba) were recorded on a phonograph by the conductor from Ivane Lakerbay. They were 
taught to the singers and performed at the jubilee concert dedicated to the famous Georgian poet 
Akaki Tserteli in Kutaisi in the year 1913 (Chkhikvadze, 1975: 81). Dzuku Lolua writes “...After 
my Megrelian Urmuli Akaki came up on to the stage and stood side by side with us, his eyes brim- 
ming with tears”. A few days later the poet invited the members of the choir to his native village of 
Skhvitori. Prokle Turkia, a member of the choir and a famous theatre fan, remembers, “At table the 
poet asked Lolua if it was possible to let him hear some samples of the Abkhazian spoken language, 
music and tunes. The members of the choir Constantine Inal-ipa, Maxim Anua, Nikoloz Maen and 
Chkotuna sang Gudisa, Azari, Ozbaki, Mahajiri. Tododi Topuridze and a young dancer Kutchir 
Achba performed the dance Sharatini. Akaki, enraptured by the performers applauded and thanked 
them heartily for the pleasure” (Churghulia, 1983: 31). It must be Dzuku Lolua’s third choir that 
is shown in the photograph taken specially together with Akaki Tsereteli. At the Department of 
the Abkhazian Musical Society founded at the initiative of Zacharia Chkhikvadze (1862-1930), a 
musician, specialist in folklore, teacher, conductor and public figure, Dzuku Lolua formed another 
choir consisting of 80 people. 

It may be said definitely that Dzuku Lolua formed at least four choirs in Sokhumi: the 1*— in 
1904 (80 people); the 2"? — in 1911; the 3 — in 1912 (22 people) and the 4" in 1919 (again 80 peo- 
ple). The number of his choirs may even increase, because some sources mention other choirs as 
well (the workers’ choir in Sokhumi, the workers’ choir in Sochi). 

Thus the period of Dzuku Lolua’s activities in Abkhazia embraced the years from 1903 to 
1919. The conductor was engaged in large-scale cultural-educational processes. He collected spec- 
imens of Abkhazian folklore, gave concerts, went on tours, founded the Abkhazian Departments 
of the Georgian Philarmonic and Musical Societies and educated future generations. His choirs 
played the most significant role in the cultural life of this province and, most importantly, they 
paved the road for the new names. Of all of them Ivane Lakerbay is the first to come to mind (the 
family name of this outstanding cultural worker is spelt in different ways in different sources, Lak- 
erbaya, Lakerbay, Lakrba). 

The development of professional music in Abkhazia is discussed in Mejid Khvardskaya’s 
article, printed in the Sabchota Khelovneba journal, No 12. The author writes, “A significant phe- 
nomenon in the musical life of Abkhazeti was the first (emphasis is mine — M.K.) concert of folk 
music given at the State Theatre in December, 1928. This event laid the foundation of the systemat- 
ic propaganda of folk music among the working people of Abkhazia”. This single paragraph com- 
pletely rejects Dzuku Lolua’s 16-year-long activities as a conductor, and his role is brought down 
to the following episode, “I. Lakerbay, as early as before the establishment of the Soviet power in 
Abkhazia, in Sokhumi founded a society of choral singing consisting of young people. They studied 
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the most ancient Abkhazian songs. Here he became acquainted with Dzuku Lolua who introduced 
him to Zacharia Paliashvili” (he must mean the Abkhazian choir formed at the initiative and with 
the assistance of Masho Anchabadze, it was headed by I. Lakerbay, the first Abkhazian conductor, 
who was 16 at that time — M.K.). 

Though the article by Mejid Khvardskaia, the secretary of the Regional Communist Party 
Committee of Abkhazia, is reminiscent of a report, it is evident that the author’s article is based on 
information provided by experts in Abkhazian music. It is a pity that they did not know Michael 
Lakerbay’s fundamental work On the History of the Abkhazian Theatre, where Dzuku Lolua’s 
activities in Abkhazia and his role in performing multipart Abkhazian folk songs is duly evaluated 
(Lakerbay, M. 1957), but perhaps they did know and ignored it deliberately. 

Of all the works dedicated to performing Abkhazian traditional music the researches of Olga 
Sudakova, a scholar from Petersburg, is of special interest. So far | am acquainted only with her 
article Traditional Choral Singing in Abkhazian Professional Ensembles, published in 1982 and the 
synopsis of her candidate’s degree thesis Abkhazians’ Choral Singing as a Phenomenon of Folklore 
and Modern Folkloristic Studies (Sudakova, 1982, 1984). In her works, mentioned above, Olga 
Sudakova too associates the beginning of Abkhazian amateur talent activities and amateur concerts 
of choral singing with the first years of Soviet power. 

As I have said above the formation of the first Georgian-Abkhazian choir occupies a special 
place in the history of traditional music performance and Georgian-Abkhazian relations. That is 
why we are against forgetting such people as Dzuku Lolua and his pupils Rema Shelegia, Kirile 
Pachkoria, Platon Pantsulaia, [vane Lakerbay, who contributed a lot to the implementation of this 
goal in the earlier period. 

Here it must be said that even Abkhazians do not deny the great significance of the theatrical 
performances of Dzuku Lolua’s Georgian-Abkhazian choir (1904). 

I'd like to say more: since in Abkhazia amateur talent activities (as ethnographic choirs) were 
closely linked with theatrical art for a long time and both were evolving side by side, Dzuku Lolua’s 
performances must also be considered the source of Abkhazian theatre (Lakerbay, 1957: 28) (audio 
ex. 1). This tendency in the development of art was continued. For instance in 1918, the famous 
painter Alexander Sharvashidze created dramatized performances of Abkhazian songs (Ketsba, 
2007: 2). In the same period, Platon Shakril, a teacher in Ochamchire formed a choral-drama so- 
ciety consisting of local teachers. For years plays at the theatre were accompanied by the live 
performance of folk songs, or vice versa a professional director was invited to stage a song with 
the ethnographic choir. This was the case when Platon Pantsulaia, a famous conductor, in 1934 
invited the director Vakhtang Garik (Garik was his pseudonym, his real name was Vachnadze) to 
his ethnographic choir to present a dramatization of a wedding song (Kalandadze and Kvizhinadze, 
2011228}. 

Finally, I want to repeat that Dzuku Lolua connected a certain period of his life (1903-1919) 
with Abkhazia. Though during the following years he did not work in Abkhazia, Abkhazian songs 
still occupied a place of honour in the repertory of his choirs. For instance in February, 1920, in a 
special railway carriage Dzuku Lolua’s choir toured various provinces of western Georgia, in the 
repertory of the choir there was a new theatrical composition the Abkhazian Village. For all his 
life Dzuku Lolua was devoted to the popularization of Abkhazian culture. He considered the study 
of everyday life, the customs and traditions, musical and oral folklore of Abkhazians to be very 
important. The following information provided by him - that in Abkhazia it was almost impossible 
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to find a family where Georgian songs were not performed - is very significant (Zhvania, Iluridze, 
Kevlishvili, 2007: 155). The conductor did a lot to collect the specimens of Abkhazian folklore. 
He thought that large-scale folklore expeditions should be organized in Abkhazian, which he could 
not do by himself. He even asked Zakaria Paliashvili for help. In his letter the conductor tries to 
convince the great musician that Megrelian and Abkhazian songs are very interesting both from 
the viewpoint of music and psychological influence (Dzidzaria, 1979: 207). Unfortunately all his 
attempts were in vain. 

Dzuku Lolua enjoyed huge popularity with Abkhazians. He was their beloved teacher and the 
helmsman of their native musical art. He was a real leader and not only in the sphere of art: in 1918, 
during the Turkish invasion, Dzuku Lolua with the 130-strong detachment of Megrelians and Ab- 
khazians arrived in Batumi to defend the territorial unity of Georgia (Zhvania, Iluridze, Kevlishvili, 
2007: 17). Dzuku Lolua drew thousands of people in the struggle to save and preserve the national 
musical culture. In his choirs Abkhazians, Megrelians, Imeretians, Gurians, Svanetians, people of 
various ages and representatives of different social layers sang together. It was from Dzuku Lolua’s 
Georgian-Abkhazian choir that the dramatized performances of Abkhazian folk music emerged. 

For my future research I plan to thoroughly study Abkhazian polyphony. 
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Lyon 1. bob do 99-19 b.-ob dmemmb. {MGM segdqmns JoMayer-03bs dyGo o~mde- 
do@ob (dgd@aj6geo 85080 JyMeomgebodg. Mda~abo, gomMao Ayydsbsdgomob (3968 M0b 
3093990) 

Figure 1. Sokhumi, end of the 19" century, photo from Georgian-Abkhazian Album (comp.Paata 
Kurdovanidze. Tbilisi, publishing of Giorgi Chubinashvili Centre) 


LeyMoon 2. dy 39 Mmemmo, 1910-0560 Bergdo. ombgd odgeosd30mob sMJogz0@ob 


Figure 2. Dzuku Lolua, the 1910s. From Ioseb Imedashvili’s archive 
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Leyisnn 3. arms gogdog0d9 Lobadob Lodmasemgdobos6 ghmse@, 1903 Bgeo, Lobydo. 39-2 
Moado, JsMxZ6o~@o0b Jg-5 — oma gog¢o30d9. 80M39~™ Mogdo, JoMyRgZbo~@sb dg-5 — dy 3y 
Mmemys, JoOMoq{m-oQbsdyMa aybeob bggh7dm06 JgMmoe. BMH omgayemns Jom 
ocr 536s d%o 6mdmdoe@sb (399e@a,969@0 85089 JyMemgebodg. mdo~mobo, gamMao Ay- 
dobsdgomab (3968 Mob 3093990) 


Figure 3. Ilia Chavchavadze together with Sokhumi society, 1903, Sokhumi; second row, fifth 
from the right — Ilia Chavchavadze. In the second row, fifth from the right —Ilia Chavchavadze. In 
the first row, fifth from the right -Dzuku Lolua together with the members of Georgian-Abkha- 
zian Choir. Photo from Georgian-Abkhazian Album (compiled by Paata Kurdovanidze. Tbilisi, 
Giorgi Chubinashvili Centre publishing) 
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IMS3BINbINSEMS5 BNIHIGNISIN -— VHNINIGNJ9sIN|N 
IMSBINbANSEMSSLS VS INL bLSNNbNL BNBMOGNISL IMMNL 


bLodbMgm fobgada G®Msea3ayemo dhogombdosbmdob 33mg30 bogMmsdmMoabe dobdo- 
dam LogdsMabs@ 0M be ds. Imbob~mgmdob smbgMab LodbobyMabs wes LHosGobGogqMo 
dsaqmmb Ambs39dgdam od Mgaambab gMa-gMa 8Hmgnb(309d0 — ayybsdo 55 gmbo3qmo 
d(30M]LMd9 (36M3gMHMdbL. Jom ImrMoab, y3ZgqmobJ IAMogoe~mMagbmgobos ob boemba — ~Eoob- 
cmgdom 10.94% 6) 5 da~mambo se@sdosbo. bodbGgm-ewobs3mgm Aabgmob 4930 bLb3e 
boembab dbasgbow@ 00 AMsgoe~™bdosbo Bq_mBMab I4mbgo. gb 33mg30 gdm3bgd0 oob bo~mbab 
IMoZ0e™bdo0b Lodegmab. 

dgyodse@ oob bombo 30mg GVb6MgMMdb oxbobdo, Mo(3 Joma oLAMMaxy~mn doaMo- 
(309006 Jg~@gg00. ‘Smase@se doohby396, Mmd aab bombo 943b J39KAqRE oYyMRo. 943- 
L039 J39X%GI9B Co domn dasdmds3emgd0 bdoMoe IoaMoM]deE696, M3 qi3bmMBmdgemoo 
Msge@obb6dgdom, Imbob~mgamdob godMogemgdom 6 M|aQgMbyyemn ymbacmon&gdom oym aob- 
8MMdgdqEmo. ofgb Oy oMo ob bo~mbab dagh EAgb dgLMAM|dqEm 3mM30EmMH IMogZ0mbdo- 
S6mdob, MMaMMa(399 3o6Mbo, BgGJMMBmMbos Ed MogabyRomo ymbHModsybJGo, 3o3doMo 
doaMs(309dM96? Babsd~@ qd9M] bodMHmdoa LoMdmo~@agbb od yambg30dg 8obybob d3@gmmdob 
domo IAMogombdosbmdab Godsgdob aobboegab Lodvyyoemgdom. 

anbsbab 8Mmg0b(309 gaboggma qd(3aMgbmdgdob wo~@o Momegbmdamss (36mdomo. 
2010 Bemob Ambobe~mamdob 49-6 gMmZbqyeEma smbgMoab dobj~@30M of fabgmab 55 gmbog%- 
Ho qd3aMgbmds 3bmgMmdb (axjbobob 84MgZ06300b dmbsbemgmdab ombgMab bodbobyma, 
absbob 8Mmgnb3oab L&sGobGogob doyGm, 2012: 2010). 

o0b bse@mbo od 8Mmg0b6(300b y3gcmsbd9 IMogZ0EmMa(36mMg3960 gmbagyqMo 4d30MgbLMd00, 
AMIAAGM’Z COE HIMOGHMMosb|s goRobSyon0. 09039 GyoMmb dobge@30m, 2010 Bemab dm- 
bobmgamdob 09-6 smbgMab mobsbdow, axbobob 8MmgZ0b(3n9d0 99 gmbogqMo qd(3a0Mgbmdob 
5 damamba bsMdmdowagbgmo (36M3gHMdb, Mo(3 o*bobab 8Hmgnb(300b Angma dmbsbeg- 
mob 10.94%-b dgsw@agbb. dgammgomoa bsembyMa bodegmab bodydgdob dnbgj@30m o0b 
bsemba CMgde] Imgmab gobmbob doageM Ihogombdosbmdob. 

AgbLagmemman 3. aM4VgM0 BsdGMMIO ,A3960 EsgnbygQdyeno BobsiMgdo0b gdm“ (Grauer, 
2006) LoydaMmdb -yMangMnmdsdy Agbogsbs Ed s@odosbms BogMsi3ogdb ImmMoab. Jobo 
sbMHam, Lb6go@obb30 Myaaombob aobbbge39dqma Agbogo, Jgbodeme, sbobosg@gb o@odo- 
S65 dogMs3agdob doMdMyG®b. gnbmdgbogmemaa ambyd ymMe@oboos, Mmdgma(3 ~Ca~a 
bobas o33mg3b Jbmamamb oMogMad MAgaombob dMsgoembdoob HMoe@a(308b mogob boabdo 
2M5GMd Jeagmosb se@odasbgd0? Agbogab Ammo se@sdosbob g3mem(309d0", Joohbg3b, Hed 
IMoZ0embdnsbrmdab msb59gGEMMgZ9 MsE0(30960 3363e@gd0 (93Gm3ab, sdoabs es 3dg%03- 
ob) AIMAMoQaymseo ob’mmaMydyem Mygaambygddo, daMomsese, Iagedo, y3aybdymygddy, 
Hyggabs es 3mbGnbg6G jd0b gobossoMs dboM99Sdo (Jordania, 2011: 36). 

ab®MMayma dagMa3agdab Jg~@ga0e, EEgb oob boe~mbob wow bsbo~mo axybsbab ao- 
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Hgo 36mgMmdb. ARobyMoa gmobogqmo om3zyI7Z6GJd0b Mmobsbdow, sd3ggemgb weMmdo ool 
bsemba 6 4g9XaqBoE ayMARmMe@, gb bombo Eo Joma dasdmdogmgdo0 (36m emo ~oddy- 
Amdmgdab dgdmbyggdab, Imbob~mgamdab doSHgd0b, GggombsemyMo dgK0dMgdgdabo wes 
L630 goJGmMgd0b g0dm bdomMse@ IoaMoM7deE696. oJg~@ob6 asdmd~nbsMy, wojgogdamgery- 
mas oy of a0b boembob IMsgoe@mbdosbo GMo@a3o0b aobsbomgds dom doaMs30sbmeb? 
o43b my of 00b bsmbob abgm 3gmzomyM AMogombdosbmdob, MmamMa(zso jobmbsyMo, 
BIHIOMAMbayEM CLs MogabyQocmo BmbSModsyjbJGwyono, qMaagMngoegdaMa daaMs3agdab 
330056? BobsdegdoM] 330mg30d0 YyyMosEMges aosdobga~m|dyemns bLodbMym-~wobo3gmgm 
Robgaab obobob 86mg06(300b dansb bo60mg9dO9; gh a0dM330EMgZ0 BmgaqboMgdqemoo bodb- 
Agnew@obogmgm fabgaob onbobab 8Mmg06(300%9 Co BKsMIMs@agbb I3@gmmdsb, wosw@ao- 
Bmb gogdoma dhogembdosbmdabs @s gnbo349% JoaMs(309b demob oob bo~mbab &Mse@a(30- 
emo LadmgMgdob sbsmobab bodvyjoemgdam. 


bo33e930 dobom@ms 
3307932 QYMEHMds BgMa~MMdaM Ed SAWaMIobomeb. dab EAha~mdnamn Em3%7996H9- 


d0 gmobogayM fobyMdo, daMams@se, MOG JMoHyModo a363c@g9d0, MMAQGMb) woyoMbmdo- 
93 Jgademgds Mg0eEMn 2939E936Ma JogMo(3aab B3gomb. dogMsd ma G _MoGyMsdo Aqbogob 
domme duh] s@gomoa wygoMegb, dabo smbgMo 06 VoybLSmos, 06 adgosm0. sdegbse, 
sgqeamIsbomsdo, ob939, aomgomobbobgdqemoo mobsd9@HM39 bombaMa bodmgMgdaob 
BMJSQEM|Qd0, Md 30, ab 39M Imagogb y3gemo Mgaombbo ws y3gmo &mdb. 


aab bsembab dnaMasgos 

ad3gemgbo oab 9609 dgddboemo ma®gMoGyMob, doo drmoab, ba80M0 ase~de(39dgda0b 
dabje@30m ARobgMa~a Bagbgdo0b: ,9)gb0 bobsdmob d&m" (BobyMasco amemad6s 1986 6.), 
»09MO3bo" (Bobs amemad6s 1987 6.), ws “bodbMgn@sbo3mqm oob 07394768960" 
(ob yom 1644-1729 6.6. ~@o RobyMoee moMadbo~mo 19886.) dobgje@30m, o0b bogmbob 
ab&MMoas ombsbab 8Mmg06309d0 3000 Bgemb omgemob (Ma Changshou, 1987: 1-6). dom 
boMIMdmdob 7 CEagh bogMmsdmMabm bsdg(36agHM szo~@gdayM BMggddo asbbb3039d0%- 
ma dabge@yomgd9d0 943m. dogo~momse@, sMbgdmdb o~egammdMaga MgMMos, q(3bmqyMo 
Cd DJAIMAyEMO SEZ amMMdMn3Z-4q(3bmNMa M|MMos. Myd(30, 1976 Bgmb axybsbob 8mgnb(30- 
ab maggbagob mmdo smdmhgbamo (8 dog~momba Bemob Bobs6egen0) sMsds8ong3q)bob* 
bodombds godmogemabs, md anbobob 8Mmgnb(309 gMa-gMao y3gmobg9 Jbod3gbgemm30b0 
Mga0mboo se@odosbob bsMdmdemdab ab{mmMoasdo. gb oM|gmemmaayMo dobome, daMamsese, 
JeEgdoMgmdb Ayombaob Myaaqmbdo, MMIg@A3 20b bs~@mbab Jnsdmdsgmgdob bo36m3MJo- 
gem ocgomb Bomdmowagbb. aoMese odobo, 1965 Bgemb onobdqh memdo omdmfgbomds 
yogQebdgh go3ab" bLodsMbdo wossesbSyMs, md ombobdo sesdosba @wosbemgdom 1.7 
dag~mamba Beal 606 wobsbme@s; mobsdgeMmg39 433~g93%]Jd0 Joohbg396, md aonb bombo 
,OVSGINL Boab" 80M%Es8oM0 JasdmIogoe@mos (Shi Youwan, 1996; Compilation Committee 
for Dictionary of Yi in Honghe, 2002: 458). 0d sGJgmemanym Imbs3gdgabs wo oab boembab 
AgbLagM{d0%q ~WoyMEbmdom, gb a9dM330MgZo (9439dMbgdb 306, dob obGmMoasdo, Hmd 
9M30E306MaM Jobo doaMai3oab abo. 

o0b EMBZVIFG dob, 9b939 sgow~gdoyMo GMHgQd0b 33eMg3g9d0b dabjw@30mM, ody Cdy 
o0b beembob CobssHoe@ amgmgdmes Ed Jobo damsdmds3mgd0 6 Ag9x%aqBoE oymame- 
696: 349, yo, bym, 39630, 347 @s Im. aob doaMs305 eEsobym 9d 6 Agg9xRaqQ0~@06. obobo 
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mamadsbob Mygaambab IndsMayemgdam JoaMoM7deb696. 9d MgaQambrsb Co303d0M {60m 
9 330793M]Ob asbbbgo39dqema AmbsbMy{dg940 ofgm, Myd(30, LoOmaseme@, RoJMmdg6, Hmd 
gb se@anmgdos: EM|Zs6e@gmo Emydyobo, JxyQb0 Eo CMbAysba — AMENMM-sMdImbo3g@~mgn 
anbsbda, 8qamo — Lofyobob 8Mmg0b6309d0 ~s Lb3ge Mgaombgddo. 9d 6 439%a77R3d0 ws 
domds dmsdmds3mg9dd0 wobsbGoob 33momgdab, (3bmMgmo CEod38yMmdemgdab dgdmMbg39- 
dab, daw@s gnbo34Mo CEosdsoMabsaMy|dgdobs ~s Imbobemgmdab doSJdob god~m, woo doaMo- 
(308 goba3oc@gb. 

37 Ed Yo PMEaMM|MALZg6 JoaMaM|deE696 ws CEMgzZob~@gemo Agbac@ab (LoRyo6o) ob- 
mob (36m3gMmde@b96. dgdw~amd od mMMa Grdob dmosdImdsgmgd0 ogsbsbob 38Mmg306(300b 
c@nsbbobanb daob (wmg3gs6egmn dsomdsbabs es CEs~mo doab s3GmbmdoyGHn 3%9R3948x9- 
Ms) daMob AggdoMQ gM3s0b Bdob s~mygno~mab wsd~mmddy aowobsbemw@by6 wo ds~mom 
CoasyMAL sE_Zdm@MmdMaga sdmMnagbo Imbobemgmds. 347 Ed yo JoshbEom Ayo Co ~obo3- 
mga avybsbdo goQ06Gqyemo o0b boembab bobosd8Hgd0@, bme~mm y39mobQJ wWagosbgb dobaob 
cerbsbSoob eEMmb (618-907) Jomo Iasdmds3eg960 gowmobobemoby6 dys ws LodbMgm oxybob- 
do (Compilation Committee for Brief History of Yi ed., 2009: 33). 

J89R3IBIOO yr wo Ggbg0 goeobobeeby6 HAEom~mmmesbsgmgmda (Qmggobmagera 
mosbdoebo, bLohysbob 3306 309). dgyodse@ obobo boMdmo@ag9696 oob boe@mbob daMamee 
grba3nm xayqeb moobdobob o38mbmdoyM 89394 84yModo. 

J89XBIYBO OY JoaMaMgdeo ayobymryb IMmgab3oab smdmbogmymdo. AMEa~MmMgMaM 


— dom EM|zZobeEgm 3906ng9d—Eg, bMemM bodbMyMomdmbogmgmam EM|Zobe@g~m 87’ sbod~w] 


dosmbagh. 439x%37930 Ir @obsbeme@s ogbosbab LodbMygMeMImbogemgamdo Em|3Zo06~@ge~ ~omba- 
Aysbbs ws ygbabombdo (Lym. 1). 


Agbagse~yMHn sbsenn'da 

oMeoaMIdsbomoab JobgeE3;om, Mmdgema(3 sIMZga~Mg\QM |a0d—M(39dgd0@06: do0dnd00 — 0%7b60- 
bob gmba3zqmo 4d(30%gbdg9d0b bodomymydo (1995), oob boembob Anbozo aybsbdo (1996), 
oe~mo~™n (2004), 606330 (2005), Igbazo a496s06do (2005), boaggagbe — mmngabsmy 9 30- 
omgaqmo Igbozo obobdo (2005), dqo 09M 00 Babgado (2010), sd bow 36gdo fobgMagmo — 
oob maba &adab bLodeagms bsdbHIm 046sbdo (2002), 033932, md axybsbdo 821 bombsyMo 
LodmgMos, dso dmmab, 120 oob boemboabss, dg3gMgd0~m0 smdmbogmgm, Iwo ~o LodbMgm 
ambsbdo. oob boembob 120 bodegmag@s6 19 IGogembdosbos, Jam dmmob, 38989MMg3M- 
Bogqma, doMomgmyAMa Gos gobMbsyMa AMogombdosbmdob bodydgd0. of sMab 7 8g gh—- 
Rmbaymo LadmgMs, Myd(30 493M I9ZZm~mg3Z0M0 B8g8HIMMOMbosb AMogombdosbmdo@ of 
doohbg3b (Jordania, 2011: 16). IMogombdosbmdob mH badydda 89Msmgmobdo, dobod~me 
ZobsaMmdgdqemoa aymb oMs Lbgoe@obb3o bIob dgbMymgdom, oMsdgeE aobbbge39d0m Jodo- 
B2GObLs Eo Jocmab bdgdob bLodsmeng gdb drmob (Lu, 2009: 284-285). IMogombdosbmdob od 
8o8b EMM|dOM asdmgMa3bogm. ¥3gm@mob]7 Eodobsbosmgdgemn jzobmbsyMo IMsgoembIosbm- 
doo, HMdgGm@a(3 10 badyJomos bsMIMe@agbammon. odagoMoe@, absdegqdsMJ bodMmdab dobo- 
Bos AMogo~mbdosbmdob 09 Gosob 33m g39. gh bodmgmMgd0, daMamsese, 3363@g9d0 3mbag 
896abs eo dob s38mbmdoyMo 8MgRB_7JGyMob 8mbagb, dosabobs Es Yobdyob mendgddo. 
oJ 9(36m3Mg60 dab bombo LodbMgm axnbobdo JoamaMygdyona 34ybo@o gob Jmsdmdo3ga@gd0 
oMoob. 

3d jo6mbab Abasgho IMogombdosbmdn@sb gobboboma3gemoe@ JgoMBo obydoo (Ambagb 


men osb) © 39b56Josbg-xyJosbg0 (g2006d-go0b men ob). obydoob Imgmy BMobgJd0 
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God 306MM ~CEnsd5b—rboa sbobosmgdb. 80M3ge~0 bobo~ro gsdaemosbydyoemos by39G0 odoso- 
(300M. Ag@me@ns 9H sHab MMbsdI_ZHHymo, JgwWsMyd0M MygayqmoMyemo RmMMdoGobss (dog. 
Th 03 dggbgdo gnbobJoobg- %4Jo06gb, dob aMdgmo RM5dg7d0 Cd YRMM BoMam ~wosdo- 
bmbo sbobosmgdb. oJ oMab EnEA EMMaMA EObGsb(309 4WbYy3q8% Ada BGo(osbs ~s 8oMBg~ 
bobo@b dmmob. dgemene abg 013367959, md ob MeEbs3s dgbsdhbg309 Mommgyma BM bob 
@obobyabdo, Imagosbgdom jo AMBZem~@gd9 96 BoMamMg@gds. goM@E@s sdabos, sbsboomgdb om- 
emabdsa3zoM0 Lobodergmm L&amo, IggM@abdIagMo dagMabs ws gyom(3980b Imbs33mg~- 
dom, M73 QdZge@mgba AMogo~™bdnsbmdob gha-gha MmogabgdqyMgdo~@oo0 Johbgxyer0 (Joa. 2). 

Z20mMbaLdsa39Mo DMogombdnsbmrds Aga3o3b Bmaagha nd3qmgb gengdg6 Gb. qs8oMBgengb 
yog3moabs, 0300 IMmMag\mbass Iohogyen0 dggemgbo~w (Jordania, 2011). dgmMq(3, omMeEeab bo- 
Lodeagmn L&amo danhb939 sd3gemgbow, MmammM3 sdob gobobam~e3g96 8yam bgd380 d390(39M0- 
“gm (Zemp, 1979/1990), bLod3s sMmdo 30309900 (Merriam, 1976: 166) Cs YrMeobos JoMorxyeno 
(Jordania, 2011) 8MEMaQMboabse@do dadmgbom y30Mg39ddo. ~wo Agksdq73, LadegMgdob &y- 
JbGgddo dhogemog@ss qdabssMHb doM(33emgd0. qdobssMb doM33emgdb, MHmammM3 bodegm- 
dob qdggqgmab 9em9d96G gdb, asbabomsg96 aMongma mogob godmggemg30do0 80gd0-djddq6gd0b 
IgbogoemaMoa L&omoab dobobgd (Grauer, 2006: 8), 039039 Em) Co Agbdo bsdMmddo sdabgdab 
8mem0g\mbnsb9 (Chen Chun-bin, 2013: 78). ws dgmarb9: 39033~mg939ddo smbodbyyemns, Med 
Ime QMobjdn960 yoombabdoagzeMa Bremagmbns sMomMbsdFHGaM|{dqema Agemeonnm d3qcra 
BoMdmdemdabss. LEmMge@ sbgm0s 3803d0-djddg6gd0b AgbazoemyMHa L&oemn(3 (Grauer, 2006: 8). 
MHZ QMO Ly GoMSobgba3, AMAGmMa3 09 gemgqdg6GB db dgazogb, gobabamgds, MmammM3 ~yd39- 
mgbo gym SMe ( Raciunaite-Vyéiniene, 2008: 242). 

Agademgds wogobyg6om, jobmbabdoa30M IMosgeembdosbmdob mMHa dgbodemgdemmds odgb: 
1) dgbodemms, AMogombInsbmdob gb Gods LodbMym oxybobab se~gammdMaga LAamoas es gb 
IMsgoembdosbdo mMHo ®rdob — 3xybo eo yolb drsdmdogmgddo Jgadqdogqb domo of doas(30- 
ab dodega. od(30, 9d Mgaombab gobmbabdoageMa Immagmbaab goMe@s, gdm bobbyb5- 
d0 L630 qdggmgbo g9emgdg6G9d0, Joo dIrmab, 8memagmbos(3, Jgademgds 3a8mM3gma ad Lbgs 
MAgaombgdab omeamhobsbyMgddo, bows(3 aab bombo (36mMgMMdb; dagMo3zagdab 3Z9M~ws3300, 
Logo %a77Bgqdd0 WogoMagh BmemagmbanMa degmab qjboMa, Mmdgea(3 00L boembds Jgobsm- 
Abs. dgGoe@ LogomMoyems, Md door doas(3099E9 339 SJmbereom IMogeembdasba Lodegmo. 

dogMs30ab dgd~@ga Imsdmdo3emgd0, doMamse@se@, IMnsb se@gomgddo Lobemmdeby6 
(Yang Zhengquan, 1990: 13). ymMersbosb mobobdow, IMsgs~mbdosbmdnb msbsdgeE%—35 
8M5E0(308, JoMaAMsEOs@, ImgJdda, jabdymgddg, Hyggdbs eo ymbSobg6Gob oo’memoMg- 
SEM SEQOEM|ddos BogM(3gmgdqe~m0 (Jordania, 2011). dosobaob mmol dnosba ®m8maMo- 
R05 94.7%-b sfsMSgdb (Compilation Committee for Dictionary of Yi in Honghe, 2002: 10). 
1000 498%b9 IgG Lodsem~mab Iagdob Momeagbmds Imbagh mem|do 96%-os (Compilation 
Committee for Honghe County Annals, 1991: 58), gos6deyab mado 03039 dmbs(3990 60%- 
9 dg 800 (Compilation Committee for Jianshui County Annals, 1994: 71-74). 93m 098)0(3, 
09 MH YaygRob dasdmIsgmydb, Mmdmg|d0(3 (36MgMMd]96 Cobogmgm oxnbobob oe~magoo- 
mab ~o0dmmdg, gHdoab Gdab dobeomdmose oo Io obsbab ~odemmdy9d0g, sMoM 043 
32OmMbyMo LodmgMab qoomon, bLodbMym onbobda 30 3ybo ws gob AmsdmIsgmgdd0 gb 
qooMo dgabsMAybgb aoMg LodyoMmboob bo3emgd0 ygmdqbogo3aob Bys~mmdanm. 
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YIXIN BI 
(CHINA, TAIWAN) 


POLYPHONY IN MIGRATIONS — THE INTERRELATION 
BETWEEN POLYPHONY AND MIGRATIONS OF YI 


The international research on traditional polyphony in southwestern China is insufficient. 
Yunnan, one of the provinces in this region, has 55 ethnic minorities, which is declared by the Of- 
fice for Population Census and Bureau of Statistics of Yunnan Province. Among these, the ethnic 
group Yi has the largest population, which takes up 10.94% of total population with 5 million peo- 
ple. As many other groups in southwestern China, Yi is a polyphonic group. This study is aiming at 
the polyphonic songs sang by Yi people. 

Nowadays, surviving Yi people live apart in Yunnan, which results from historical migrations 
of Yi. It is generally considered that ancient Yi people were divided into six sub-groups. These six 
sub-groups and their descendent migrated frequently, which were influenced by foreign invasion, 
population expansion or regional competition. Does the vocal polyphony such as canon, heteroph- 
ony and free counterpoint sang by Yi people today have interrelation with the traces of migrations? 
Through viewing the types of their polyphony, this study attempts to search the possibilities. 


ok OK ok 


Yunnan is the province with the most ethnic minorities in China. According to the Sixth Na- 
tional Population Census in 2010, there are 55 ethnic minorities of China live in Yunnan (Office for 
the Population Census of Yunnan Province, Yunnan Provincial Bureau of Statistics, 2012: 2010). 

Yi, the ethnic minority with the largest population in this province, Nowadays, live apart in 
Yunnan, which results from historical migrations of Y1. is widely scattered. According to the same 
sources, the Sixth National Population Census declared that the population of Yi in Yunnan is 5 
million people, which takes up 10.94% of the total population of Yunnan. According to the folk 
songs collected, Yi people currently are still singing the canon-like polyphony. 

Musicologist Victor A. Grauer mentioned the relation between music and human migration 
in “Echoes of Our Forgotten Ancestors” (Grauer, 2006), which is thought that the different music 
in various regions may reflect the paths of human’s migration. Ethnomusicologist Joseph Jordania 
does a long-term research on the polyphonic tradition of many regions around the world in his book 
Why Do People Sing? Music in Human Evolution. It is considered by his research that the current 
polyphonic traditions are generally distributed in geographically isolated geological areas in the 
world (Europe, Asia and America), most of which are located in the mountains, islands, forests or 
continental fringes (Jordania, 2011: 36). 

Nowadays, surviving Yi people live apart in Yunnan, which results from historical migrations 
of Yi. According to classical documents ancient Yi people were divided into 6 sub-groups. The 
six tribes and their descendants migrated frequently, which were influenced by foreign invasion, 
population expansion, regional competition and other factors. Therefore, whether the distribution 
of polyphonic tradition of Yi people now is related to their migration in the history? Does the vocal 
polyphony such as canon, heterophony and free counterpoint sang by Yi people today have inter- 
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relation with the traces of migrations? This study focuses on the Yunnan in the Southwest China, 
and attempts to search the relation between polyphony and ethnic migration by analyzing their folk 
songs. 

Through viewing the types of their polyphony, this study attempts to search the possibilities 
According to classical documents, ancient Yi people were divided into 6 sub-groups. 


Research Materials 

This study concerns both written and audio documents. The written documents of Yi in clas- 
sical Chinese were mainly written by the literati, from which the following migration paths of this 
group could be pieced together, but the literati obtained little musical knowledge, the description of 
music is either imprecise or rarely involved. Therefore, the audio documents will also take current 
folk song collection into account, although it is hardly to cover all regions and all tribes. 


Migration of Yi 

According to the literature in ancient Yi language, including the books which written down 
form their oral tradition, for example Branch of Six Ancestors (1986 translated into Chinese), The 
Flooding (1987 translated into Chinese) and The record of Southwestern Yi (written in 1644-1729, 
since 1988 translated into Chinese), the Yi has a history of at least 3000 years in Yunnan (Ma 
Changshou, 1987: 1—6). At present, except originated in Yunnan theory, the international academic 
circles have different opinions on the origin of Yi, such as form foreign theory and native-foreign 
integration theory. However, the fossil of “Ramapithecus” (8 million years ago) in Lufeng County, 
Yunnan in 1976 reflected that Yunnan was one of the most important regions of human origin. 
These fossils are mainly located in Chuxiong regions, which are still the place of residence of the 
descendants of Y1. The fossil of “Yuanmou Man” in Yuanmou County in 1965 proved that people 
settled in Yunnan about 1.7 millions ago, thereafter the contemporary studies consider that Yi is the 
lineal descendant of “Yuanmou Man” (Shi Youwan, 1996; Compilation Committee for Dictionary 
of Yi in Honghe ed., 2002: 458). Considering the archaeological evidences and their own memories, 
this study will date back the history of Yi and reconstructed its migration paths. 

The documents of Yi and the research of academic circles, Apu Dumu was regarded as the 
common ancestor of Yi people and his descendants were divided into six sub-groups: Wu, Zha, 
Nuo, Heng, Bu and Mo. The migration of Yi started from these six sub-groups. They migrated out- 
ward from Luoyishan. Scholars have different explanations to the region of “Luoyishan’, but it is 
generally thought that it is today’s Luquan, Kuaize, Dongchuan in the northeast of Yunnan, Huili 
in Sichuan Province and other regions. The six sub-groups and their descendants had experienced 
migration for many times because of the dynastic changes, foreign invasion, ethnic internal compe- 
tition and population expansion. 

Wu and Zha migrated northward and lived near todays’ Chengdu, Sichuan. Then, the descen- 
dants of the two tribes migrated to Alluvial Plain of Erhai Lake at the bottom of Diancang Moun- 
tain in Yunnan (today’s Baoshan and Dali Bai Autonomous Prefecture) and conquered the local 
indigenous people by forces. Wu and Zha were regarded as the ancestors of scattered Yi people in 
Middle and West Yunnan and their descendants, who are closely related to this study, migrated to 
Middle and South Yunnan in Tang Dynasty (618—907) at latest (Compilation Committee for Brief 
History of Yi ed., 2009: 33). 

Other sub-groups like Nuo and Heng migrated to the northwest to reach today’s Liangshan in 
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Sichuan province, which is the main ethnic group of Yi in Liangshan Autonomous Prefecture now. 

Bu migrated to east to Xuanwei, Yunnan, then to Guizhou Province. To the northeast arrived 
at today’s Weining and to the southeast arrived at today’s Pu’an. Mo migrated to today’s Zhenxiong 
in the southeast of Yunnan and expanded to Bijie and other regions in Guizhou (fig. 1). 


Musical Analysis 

According to the recordings Baishibai — Songs Of The Minority Nationalities Of Yunnan 
(1995), Music of the Yi People in Yunnan (1996), Alili (2004), Nanwoka (2005), Music in Yun- 
nan (2005), The Top — Original-Ecology Music in Yunnan (2005), Hua Yao Yi In China (2010), 
Four Types of Songs of Yi in South Yunnan (2002) collected at present, there are 821 folk songs in 
Yunnan, including 120 songs of the Yi in East, Middle and South Yunnan. Among the 120 songs, 
19 songs are polyphony, including heterophony, parallel and canon-like types. However, the 7 
heterophonic songs are not regarded as polyphony by many scholars (Jordania, 2011: 16). Two 
parallel polyphonic songs caused may be not by the purpose of singing in two parts, but by the 
different vocal range of male and female (Lu, 2009: 284-285). These types of polyphony is elimi- 
nated temporarily. On the other hand, the canon-like polyphony, which has as many as 10 songs, is 
very characteristic of Yi people, so this study is aiming at this type of polyphony. These 10 songs 
are mainly distributed in Honghe County, Shiping County and Jianshui County in Honghe Hani & 
Yi Autonomous Prefecture. Yi people lived in this region are the descendants of Wu and Zha that 
migrated to South Yunnan. 

Among these canon-like polyphony in this region, Anuhai of Honghe County and Wusan- 
giang-Jugiang of Jianshui County are selected for analysis and observation. Anuhai has short 
phrases and narrow ranges. The successional imitation is sticked to the first part. The melody is of 
no embellishment, in a relatively regular format (ex. 1). As observed from Wusangiang-Juqiang, it 
has longer phrases and wider ranges. There are long temporal distance between successional imi- 
tation and the first part. The melody changes in a way that can be seen slightly at the beginning of 
each phrase and shortens or extends later on. Besides, the yodel-like singing style with interchange 
between chest sound and falsetto is adopted (ex. 2). 

The canon-like polyphony involves some ancient elements. First of all, polyphony is regarded 
as ancient (Jordania, 2011). Secondly, the yodel singing style is considered to be one of the char- 
acteristics of the ancient singing type, such as Hugo Zemp’s study on Switzerland’s polyphony 
(Zemp, 1979/1990), Simha Arom’s study on Pygmie’s polyphony (Merriam, 1976: 166) and Jor- 
dania’s study on Georgia’s polyphony (Jordania, 2011). Thirdly, many nonsense syllables appear 
in the lyrics of these songs. There are studies on nonsense syllables as the ancient element of songs 
such as Grauer’s study on “Pygmy-Bushmen” musical style (Grauer, 2006: 8) and Lu Yu-hsiu and 
Chen Chun-bin’s study on Amis polyphony (Chen Chun-bin, 2013: 78). Fourthly, the short-phrase 
canon-like polyphony is no embellishment, and study indicates that this element is ancient. The 
“Pygmy-Bushmen” musical style is also with short phrases and no embellishment (Grauer, 2006: 
8). The Sutartines form Lithuani has all of these musical elements above, which is considered as the 
appearance of the ancient cultures ( Raciunaite-VyC¢iniene, 2008: 242). 

It could be deduced that the canon-like polyphony has two possibilities. First, it may be the lo- 
cal singing type in South Yunnan and the descendants of the two sub-groups Wu and Zha mastered 
this polyphonic singing form after migrating here. Nevertheless, except for canon-like polyphony 
in this region, other ancient elements mentioned above can still be found from our audio documents 
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in many other areas, where Yi people live. So polyphony may be also the ancient element of them. 
Along with the migration, other groups lost gradually the ability of polyphonic singing, which 
survived here. It can be said that they were more likely to have this polyphonic singing type before 
migration. 

After migration, the descendants mainly live in mountainous areas (Yang, 1990: 13). It is 
considered by Jordania’s study that the current polyphonic traditions are most distributed in the 
mountains, islands, forests or continental fringes (Jordania, 2011). The mountainous topography in 
Shiping County accounted for more than 94.7% (Compilation Committee for Dictionary of Yi in 
Honghe, 2002: 10). With a height of more than 1000m, mountainous topography in Honghe County 
accounted for 96% (Compilation Committee for Honghe County Annals, 1991: 58), and that in Ji- 
anshui County accounted for more than 60% (Compilation Committee for Jianshui County Annals, 
1994: 71-74). On the contrary, the descendants of these two sub-groups in Alluvial Plain of Erhai 
Lake in West Yunnan and plain areas in Middle Yunnan don’t have the ability of canon singing 
anymore. As less communication with the outside world, the canon-like polyphony survived in the 
descendants of Wu and Zha sub-groups in South Yunnan. 
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Figure 1. Migration of Yi people 
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Asasmoaan 1. 356mbob Abaoghbo IMogombdInsbmds obyFIoo@ob (8mbaqb meno) 
Example 1. Canon-like polyphony from Anuhai of Honghe County 
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Asgsemoaon 2. go6mbob Ibasgho IMogoembInsbmdo 39b06Josbg-x%4,J05630~@06 (sas6dejob meno) 
Example 2. Canon-like polyphony from Wusangiang-Juqiang of Jianshui County 


Ole) greels £int ASA) oP 
i = = = — 


i 
6° tins ai sips 
Qo eta jaattte S| pte 
Gea 


IMDZIN 6ANOEMSNL SMB0N0 DIMEN So 
IILNJINIM-ILNIIGNIIGN 9b380d6080 


GENERAL THEORY AND MUSICAL-AESTHETIC 
ASPECTS OF POLYPHONY 


115 


JIGMLINE BNCIILN 
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BMANBMENS, HM3MGHGC LOIISTISS Vd SHMSN: 
AMBMG& ,IIINMASL* 8MANBMENS 21-9 LOITIEIDN 


IMogombdosbmdab Igmabg LogMmsdmMabm bod3mboydby7 bsMIM@EaZg60~ bodHmddo 
(Bithell, 2010) Loge gaqm&qmgdob IMogombdosba Lodegmgdob 3764/3090 wo dbad3b9- 
cmmdgda asbgaboemg Natural Voice Practitioners’ Network-obo (co~@o 30856900) os MM- 
gobobs3oe ,, Village Harmony“-oboosb (sdd) obr3oMgdxyem0 Lomgd~m a~ybegdob, dobSQM3- 
mabgdabs @o bobogby~mm Lymegdob mb So JLOdo. 3g%dme, wo3b30 j3ambggd0: Mo&md 
04(393b ImdA~gMemgdob yyMowemgdsh goMyZgg4qMo YEegMo~mdgdn, MoGmd odg“mdnbgdg6 
aq 3bmgomgobo0 Ladmgmgdob dgbmymgdob ws, Jama obMHam, Mab odg6g6 abobo dbmaxcno- 
ML Lbgo@obb30 Jgqy6ob AgqbozomaMa MQ3IgM8qoMabs Ed 3M30EmMo L&omgdob dgb- 
Myemgdobob. od jyambg9d%yq sobybgdo0b dabsmgdse dagdsMag 8oMse0 o6HgMZ0%y gda0b9 Cs 
Z0M6Z0MH dab bogqmsM gmemgqi3oob, Moms Aghggbgdo0bs, My Modegboe@ Imai3o3~@o0 Agdo 
MALIMEJHG dob g96d0H 8 d960 ByIobab|qm, La yuosmyM, gbofmemmaogyM, ImmaGho3yh 
79 GgJ6ogq Eo gheagGoggh% Lygemgeb. 

BabsdegdsM) bodMmdda amsg0dbmdm 8memagmbaymo Lodegmab, AmamM3 Lber(3oocn- 
QAO Cd ABH |MZqMBQM QM bofdosbmdab gmMHdob, Layns~aMo gosaGoemob w~oaMm39- 
dabs ws sboemn abeagn@Wom~mmdgdob smdmAgbab Lodyoengdob MgmMaye~m sbo~modb. sdobo- 
30b, bsbo~mdMng, 3049690 gdb oboe Boabda — L630 bdo, L630 Lodagmes: bodmgocemgdob 
0703960 49694030 bdabs © IbMgc@~am Lodegmob bodqeenydom (Bithell, 2014) 93M 
BHO BsMIMEAgba~mM HgombobMabgdb. 09 boabda gobgnba@me3g doMomee@a mgdgd0bs 
Cd 3M6(39330gd0b abgm gMaMmdmamdsb, AMaMMa3Z99 AMbsba~mgmds, JJDILMAEmgdemmos, 
NEJOHNMMds, LodmgaseEm|eds, QRmgdsdmbamgds, aomogabyQmgdo, BMs6byMMdo(309, 
HMsbbiyg6eEVLGyemmds, MobsaMdbmds, MobobosMmdo, Loemgbebboqjmm aosbbymdo wos 
BMI Goy\Mo doooMymgds. sd9Mg06, bmangMan oMndseE v3o3doM@Jd9 Iybogob. obobo 
daqaangdg96 IMogembdosba Ladegmob JgbMymadsbasb obmy3oMgd4ye~ 06 dobaob dmd- 
Cabs) BoMam dgw@gagoob Ing Bygdeb, Mmdgemacz s~@odosbygdb sobermgdb. doe~mbyco 
Dbadgbgemmgebas, MMI obobo Agbagob goboboe@ms396, MmamM(3 JIg~@ gdb 96 8Mm(3g9bb es 
oMs, AMamM3 bagmb 06 8MmeqJGb. abobo 7Mmos@ Jg~@0s6 seEsdosbyyMa gsder(3~@amgdab 
LodysMmdo wo gb godem(3~@amgds MobsdMoe@ dbadgbg~mmgobos, MmamM3 92 bob 6(309~- 
4M, abg dgbozomyM Mgo~mmdsdo. LEmMM]J@ gb oMab ob bo3gh(39, MmdAgmIda(3 Agdo JbLyYg- 
cmmdos Bomdmeagboenn. 

megabo gbggdab gmgoqeda dybozo wo d60d36jemd5 (wondg4eo, AmamhH(3 dMHaGo- 
bgn0b gbmdqbazmemgoob yqMbomol b3g9(309@ M0 300-3990) 8admao Mosobo sbegob 
Abogmemagdabs wes gnbmdgbagmemmagdob dagh asdmygbgdvyomo Imgema Moan JgGo- 
RMMJdOb_ 0Eg6GH0g\030(309L; of Agbogo gobbom~mymoas, MmaMM®3 byeE~mmgZ6gd9, asMOmMds, 
AMAMA?Z JIM(304NMa AImMbsGyengdo, Lergoo~mayMo (3939, MHMAMH(3 BoMHam dmbdomgdaob 
boasbo, dyyboge, Mmamm3 bo(36mdsMm bLoddmeam wos Agbogs, AmammM3 GHyJbGo. dobo 
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SOMADM, BYMHQM YM L8g30R034MHa AgZGoymMMgQd0_ ,,dgbodemms, abgmag9 qLobMy~mm 
aymb, AmMamMM(3 MZaM b93307g30 BiqemByMgdo0o". Job dag dgdromogodgdyem Joascmomgeb 
Immobss bog08mMb obeagmgdob BomMdme@agbs Aygbozeb9, Mmamm3 bLod3gqmbs~mm bo- 
Igoemgdsby (Rice, 2001: 23); bmemm 308 gMemdobo bsdMmddo LdbMgmoQMag34ye~ yooMdg 
obajgemsdos (isicathamiya) s83mdb, md rOgemmabgdo0b sMbo* Iw~amdoMgmdb oMe Mmdg- 
mad9 dbadgbgemmdosdo, MmMamMH(3 obgmdo, oMsd9E yWMAMn\gMMJdQegGd9d0, MmdAgmbsi3 ab 
o6393b" (Erlmann, 1996: 481). Gsobo sMbadbo3b, Mmd AgGoQ_mMQd0 ~ws Dbad3bgemmd9- 
d0 93 QBaJbaMgdqmoas Ed 9H%(3 JMOMdmogs@ Qdbge@mdboy{Mo. ImE3gqdqmo gy~mBqMob 
RoMacmgddo, dgbsdmme, dggbodbma asw@obgms giao go3gM3g9emgdqyema AgGoymMaw@sb 
dgmMHgjbq LryosmayMo, g93mMbmdaj3zyMHo Ed 8MmnGogqQMo B3modIsGob (3gmomydgdob do- 
Lebo. dgbodmmes, s@gomoa 8fmbegb dMogomMa3bmgobo dbadgbgemmdgdab mobosmbygdm- 
dob Lbgo@obb30 Logombab aomdgdm. Mooabob sdMam, Agbozob bademagmy dab Imfbo~ ws 
IMoZoMZo0eMAHGHqM dybgdsdo deamdoMygmab. 

Bgdo aodemggmg3goab mobobdoe, 8mmagmbayM LobodImgMm &Mow@a3agddo, Mmdger- 
MI(3 EMMJL sMbgdmds YbeEgdsm MmammM3 dSybqgdMagz, abg HMobbbsambsemyAM aomMg- 
dmda, y3gmobg dmagha Ig7G0Q3MM]Qd0 yogdOMEJd9 AgbLa3zob, Mmamm3 Le3os~myMH 
qMangMan,djgegosb, Agbozob Mmamm3 s@dmAgbsb eo Agbogob, MmamM?3 8&Msb6b(396- 
©96300b. 9b939, babs 8~msbd 70 abgma mgdgd0, AMaMMa309 Agbogo, HmamM3 bod j3~4qMbo- 
mm bodayaemgds 06 MgMsd00 Wo ANbLags, MmMaMM3 dzISGo3dOM{dgemo domes. 30dg0m3zb9d, 
Agbogab boaMbobgmdgdob, HmamMH3 Abmymam Aybogab obeEqb&Mosbosb wojogdomgo~- 
MO FIMGIMTM ILO BAMODIGob omBgMboGoggdob -gg6odo, goMygggmbomoe, Jggdg~o, 
Bomgemo ImIg7gRabs dzI~@Ia, 30Mb3Z96%9: Mo WonzoMas 06 Ms afbs Am3mggdyem0 21-9 
Loa ga6gda dg33mom mmagmbayM mobeodsg8do? 

MobsbasHmds — wIgaba3a0b dobge3aMms(3 yo — IJMogoe~bdosba IegMab doMamsgeo 
Jg03gonbgeos. MAmamm3 ogmob qbog9Mbo8 Bob boemmgb6gdab ob&mMoab 8MmexgbmmMo 
AMSG BoMab Hrdbrbo a394d69d9 cM 37dg6H4MH QRoemddo (3gbMomyMo sgyMogab do053- 
ob bs~@mboab IMsgombdns6md0q: ,dabobas6 39MobeMmb daonmgdm AnbLageb xayeRob asMgdq" 
(Kidel, 1992). AMeommga bLoMenbanb boddmgdob gmmngmboayMa BMsea30gdab dobobgd 
35d 330Eg39dO SgMbsME MMMBHoG-Kogmdob AmogeMo mgbabo obg yagmb: ,ogybSogqmo 
89MIMbAS sMoab Lorgos~mjMHa oMIMboab BoMeEodsoMo dJg~@ga0 ws dob goMgdg oH oMbygdmdb" 
(Lortat-Jacob, 1998: 10). Aba ImmagmbayM &Moe@a(309d%g LoydMabsb aMobs Mob3m3- 
30 bobgsbdom smbadbsgb, Gmd AmMIAM|MEn|dbL Noes dagGd~mmm AMmse@ Iqdomds sMoagM- 
Moyea 8MHab3o80m. Daqdmgdgemos, s~@sdosbydds ImmagmbayMoe@ odegmmb (396dm- 
Boxjemabaob 396L6393960m), MY oMs 43 gMadobgnasb ,dgbymdob" qbomo (Raspopova, 
1996: 9). 993,39M0 (5330%39d9d0 dosbadbgdb, Hmd 8mMmagmbayMa dodLMy~mgdemmds bog- 
aMM|db ~s sdmagM|db 3MoJHagym HMobsddMmd~medsbs wos MongMmacagjoob. 

dogg@Mbosbs Eo AMEa~MmM|_M sdgMa3zedo d(36mM3gMgJd0 BMgAL39 semdobgm~mgdab 3me~o- 
AMbayMa BMoJBogab dgbobg9d gob dyasMdsbab aodmyg3erggab J3Z03ymbge@0(3 Jbaogbo 
ImbLo BM dgd09 ,,gbgG034qM Ed LaZos~myMa Dgbge@yYEmgdgd0b MMIbMagMdab™ Momdsb] 
(Sugarman, 1997: 22). AqjaoMdobo agmogodbmob, gaboqdMma ImemngmbayM bLodmgmsd 
LmgosmayMa, ImMMomyMo Ed 9M BdabEose AgjbogomyMoa 96 gbagGa3yMo HgoembodMab- 
am. ab smbgMb, Gerd bodmasemgdMag MogZyMommdgjdbq ,,bodmgmMs, MmMamM’3 qMoogh- 
amdab bodqomgds, bowyd0Mbq q8oMoGgbos" (Sugarman, 1988: 4). Bgqqjeg9dH03, LodbdInsbo 
8MMaQMbaYMa LodIEgmMab bges MMa bdo Lm~mab&gdob dogM LHyemeo@gds, Mam ~sbom- 
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Ag6960 dobb 9demgg96. dgdobgdo ,a3oMbdybgdb, md mmobdo Jymamsasb 39M5306 obow- 
dMgJdbL, Mo~Eaob 8oM0, MMdgema(3 d9bab BoMBoab Ag7LMyAmgdamss Wsjo3gdyeno, LoydoMb 
39% dodemgob" (Sugarman, 1997: 221). 59339H 3mmg4Goqm bodegmoda Imbobomgmdob 
bsMabbo 8oMe@sd0M ~y30gdOM@JQd9 Z9EMeEJdqQengdnbs ~s PAMbYd0b Logombb — fgg6 oby939 
30290, Med ,bodegms gman mysbab dagh dgmMgb soGogab3gdob go3bo~@gdab bo- 
AQomgd9E, IMMsmyjH oJGo@so Johbgyemo* (Sugarman, 1997: 59) wes AyjaoMdobo obg36ob, 
yO BMALIOMAIOL oH ofgr BrMeagai3aMgdqyema AybogomyMa MJMMos, Jom oJgn Lbgo 
M99, M93 Lmy{osmyM (393000 Lodegmab mgmmMoasb qobemmg@gds" (Sugarman, 1988: 6). 
LodmgMab Lo gasmaMo aobbmdam|dgd0 qyz0gdaMEgds oMs JsMHGBM B39emeogoqyemgdob, oM- 
d99e, Mobs330MZg9moo, BobLoIMRgmmbes 3: 8Mgb8ob dgdmb3q30do ymengdGoqMo Lodegmab 
gZobbogqnmyoqma mMasbodgdob dobobo Losbeamgobs wes smaMamgebydob dgamdbgdob 
gZodmagMgdoo. 

Agbogabs Ed MsbsbosMmdab mgdob L630 goM0sbGjd0 gobba~myemns ®rdob HqMo- 
Bmb boabdo ,daybozs GmgmH3 bLo0omayGo (3630930: Imbsbo~mgmdob Imemahojzo”. 
HAMM boqVdMmdb Aybogob Jdboemdab mma, J339MMoe@ aobbbgo39dqemn0 bobgmdobagab 
Coddsbsbosmgdgm ByVbeosdg{6GqM bLb3gomdg9d%q, MmMIgemmMo(3 Ob YErmeagdb ,,69MImMIs~e@a,96- 
mmdan dgbmymgdob* Eo ,dImbsboemgmdMng dgbMymgdsb*. Comdmdoswagbemdama dgb- 
Myemadobob dobo 693gMgd0 bsMIMs@agbg6 asbyMomboemo L8gq300cmoabGydob, 8Hmggbomb- 
oma Anbazgmbydob gemobb, MmIe@gd0(3 (bdoGse@ CAA yrmdImbBaGmMgdab dogm d94d60c) 
AgbLagomyAM ,bo6oMIM{SQoL* shMymg|dj6 JAgwsMgdam sobayMo (ws bdoMs@, bLodmsy- 
Hob aowodbe jenn) SNEA®MMaabaZgabL. GHyMobmb gb dmegma obmy3oMeEgdo ogMoMJoob, 
dgx0dMabs ~s bLoMagdmolb MaMgdqemgdgdmb, Moz Boda GomobSqM- y3mbIm3mmGym 
RMMIS(309b daggqagbgdo (oJ A396 AqbogomyMo 8HmeEn Bob bodyommdo 3004939300). 
dob Lo8oMabs0Mme, Ambsba~mgmdMago JgbMymg|ds dagbo~csagds WJgIMgMoGayen Lamb, 
AMAg{ma’3 sfGoqmMo Imbsba~mgmdab dodbodomyMse@ gobMeobmgob ombgob (oJ A396 
Agbogab, Mmamm3 8Hm3gbob Ledyommdo 39M%o). 6s(36md0 GgMdobgd0m MMd gmJ30m, 
HAMMAM obg sbsboomgdb ImbsboemgmdMng dgbMymgdob: ,ofGHogmdob gobbo3yomMydyeno 
ba3gqmm, Low@s(3 L&amobgdqemoa dagMo Ed AmdMomds ymbsgdGyomobgdyQmos, HMAMH(3 
godmagMgoyemn Legos qha qMongMadgw@gdo". Mm30 ,Iqgbogo 0d abom ofd6900, 
DVILMAMAdQEMd Qobbo3zyWOMJdqQema 3mb(396GMo(309 Lbgo o~@odo0bgd%q" ,oMab gMa-gM- 
m0 dodgb0 adobs, HMI Imbsbo~gmdMngo IgbO39-(39339 LaG{osm@myMa gFMMS6bMd0b obama 
demagMa doses" (Turino, 2008: 28, 29). 

bLmgosmyMma ghamds sMob dImogeMo 3m6(3993(309 BoMZoMeab 8mmoGo30b 933- 
mg3ZMob MmdgMB8 sqyGbodobo, AmdAgmIs3 LogymoMo gogmgbosbo Loyns~mayMo mg bobo 
550330EMS Msgabo SgbGbgamgMose Jggyemo Gnabom ,,799@ob JoMG~ mododo“ (Putnam, 
2000). 

00 Boabdo dob weosbsdqms, Md 1960-n560 Bemrgdob dmmmeob I339nMo~@ O3C~m 
sDgMaggm@geab 90693M0969d0d abgm wobgbgdyengdgddo, MmamMa3o0: Lodmgocmsge obm- 
(30893090, Lm 3nse@mMHo jemjdgdo0, ggmgbagdo ws gMamdgdo. 3q8bsdob bdMmdoab dbod- 
36g0mMd9 095da(3 A9dMb989d9, Md ob 9d dmb9(399gdb 8oMES80M y30gdOMQdb Mmamh(3 
abeag0@ab, abg 3mergJGogob YobhIMag emmdabs Eo BAIMOMEM|Mdab BoMomg|myAM aowo- 
Mgbgdob, G3, Jobo sbMom, bsba~mmdmMng, Lomsb.EmeE RB qVbJ(3ambaMgd0e0 Lm(3ns~myMo 
dbgcmgdob bd-8hmeyd&gddo mobsdbosMmdobs ws bemdab bmMIgQd0b Jgbyb8gd0b dg- 
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dobo sdMHam, 3d deamdoMymdab gomdgymdgbydabomg3ob sxy3a~mgdgemos Lobmasemg- 
dM030 bofdosbmdob aoojGoyMgdo (o(3, 84 86sdob mJdom, Ler3osmyMo godsoSocmob 
godbMeoob HmmaoRoboo). bgeamgbgdsdo sfGoqmMo Imbobamgmdob 0eEg76G0g039(300 ,,Qo06bo- 
BINMJd0M aodmbowegans bLoym3ggmmomea DJamgeyemn GMsbby3g6eg6Gyemo bayosemyMo 
SoMagM d0bgaL*. 38qyG60db Jogsmoamse Imsyo3b Lodegms, MmammM(3 bgemdabobg~emda 
bofdosbmds dm3moammdab yodb, Gmdmob EMmMbs(3 s@osdosbydb Agqdmnsm wooaMmgmb 
LmgosmaMHa godoGomo. 9d MgoembodMabdo, dgbodmme, yggmodg doMageyjemo aymb ob, 
Ad ,gMase Lodmrgms 9H Amambmgb o~gmemmaaab, Logas~myMo 96 gnba34yMHo boMdm- 
dmdob gobosMgdob” (Putnam, 2000: 411). 

obgm gamsMgdsdo Ed LowydsMmsb JgwWoMgd0mM Lodegmoab qoMoGgbmdob dIyaom- 
doboabgymoa agombsdMabob asmgomobbobgd0m, Jgagadmos wo30do8mm “WaterAid”-ob 
Imbsemoabab ymdg6GomMa Byomab s8MHmgJGabomgob wobgMoam g9m™mg96 fowgojob bLodmgmab 
o6mbbdo: A396 o% dgagadmos JMnEMMYmMse goboy7dMHnmm, doaMsd IJga3zgodmos y3gqemod 
JAHMEOMMAMSEO 30dEQMMO“!. 43MM dg80(3, LogMam Lobsq7dH~ gbab oM4mbs Lodegmsdo 
b9emb 39% Jgagodmob. 

SMaGsbgnbs ws Lbgo Aggybgddo LodmygoMyemm LobmasemgdMaga aybeagdabs wo 
ILagmom Agbogob awybegdab bodMs3gmg) 9dGyo3gdb, Gmd g{mgomyH Imemagmboob 
gohbos LomMmae@ ab mgabgd9d0 ~o Dobobosmgdmgdn, M3 s~@odosbygdb LOMogo@ oob- 
mmgdb, MgbyMbydob dDobadomyMa abggbGoMgd0mMs ~Es LobmoenMoab womymgbgdemoce 
da~mgdon. 3930 dgMAgycmo LodmgMs byasoMo HMos@a(30a@sbos Ws 9do8md yoMaoe 9Ma9- 
do LodmgsemgdM03 boboomb. ababo LI76bam Jgobbogm@mgd0 wos sda8md bomdobsb3geom- 
dos bM®gdab 0MHd(3meEbq IMogoem0 seosdosbabamgob. Lodegmab dobbogmob, dybogomym 
bo3M539 Ed33Maboao6 aosbbb3039d0m, 0M gFoMegds Bergdob dobdamdy bym~m0 ws %m- 
AXIM IG3Z036gqm0 B3Mmbob gogmo. sdogeEMmymse, dob oH gbhogaMmgds Mo0d9 go- 
Losba smgfqMmgammds 06 GgJomemmans. ob seEgamo@ bLoSoMg7dgmo wo L8mbGobyMoo. 
Imbsbaenggdb bLosdmgb6gd0b Ja~rgds 693% Lbgo@obb30 ~@mbgybg JaqQdemoom: BoMIMbO{d0MH 
gZodmb3g4jm0 o~Mgmygds, osbo~mo Agbogob omdmhgbs, sbs~m bombmsb6 dgbgg7eMo, Z0bo(3 
dgodemgds womdgamdMegh yowg 3, ‘ma, dqgIMb3gg30dG0, smIMosfobmb Jobagab ofodeg —(3- 
Bmdo bdo es, Jgbodemme, ao~@omobmb sdobmsb wogogdaMgdqmmo dadgdo ws ~CsdMymmg- 
dgda. oJgw@sb godmdeobomy, Jgagadmns gbobmm, MmammM Aqdomdb Agbago smdmhgbob, 
Zomogabygmgdabs Eo M|Msdaxy~m0 Bxymboo. 

bLmguosmyMa jodaGemob IAmegmo 3396d9M|d0 odob obbb6sdo, my Ms bLoMagdcom- 
do Imo 4gb obgmo Godsab aybeob by3gMmdob (ob939; AmMamMH3 G®Mo@ai30qm obbsddedo 
LodmgMob, adob asmgocmobbabyd0m, md bmaaghan BMse@a300 bobamdemag dobbogmob 
Imambm3b). 06939, oMbgdmdb 43MM DybGo bodgq36agMm gobosdoMB]d9d0 bLodmgmob 
Wow@gdama Hgdmdgegdab dobsbgd yYobIMagmmdobs Co BIMAMEM|Mdsby. 0d sm~mm 
CEMAML AMsgomo 33gm~mg30 AoGeMe@s bLodegmab bomMagdmosbmdsb9 Ig(360g9MQd0b obgm 
(0M39ddo, MAMamMai300 Aybogob gBbogmemmans, Yobes(33o Eo Lo3os~myMo qbMN639- 
mymgo. bog@bgob De Haan-ob bgmmgbgdobs ~o YobhIMaJmmdab B3gmg30M0 (3968M0 ws 
Canterbury Christ Church University-b o6&9Me@ob(yo3moabsmMa ¥%37930 CAE dMHaSobgmdo, 
dogomomese, Aqdsmdb bodg(36agMmM dsobab dgboJdbgemoe abgna dmgmybabomgob, Mm- 
AMM(Z99_8MS-49E039d768MdbYMo 0689396300 ,Lod~rgMs Mq(3938Hob" Lobom. Lodegmabs 
God KobdIMagemmdab 33mg30d9 aodm|ggybgdqemo bodMmdgdab Lob&gdoGwyMo Jodmboegab 
BMIMIMYAMS, Jom fooGHoM]b avybeokb dmd~mgmengdab xXgoMgeabo LoghmsdmmMabe 33- 
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M939 ogbHMomosdo, abamoabbs wes agMdoboosda ws ~osoMbgb axjbegd0 ad Imdmgmemgdo- 
boasb, Mmdgmms YobdIMmgemmedob IeamdsMgmdab sMmaMaboMAdsb ababo Mgomyqmb 
90093690676. AMogommn |g5dM33M {NM WCoMsbAyMeEs Robamemmanymo DJohggbgdmgda0b 
Abogam godmb3ygyemo (33cmomg|dgdo: bbg3g0b ImdsG do Es ayyomabi3gdab ohJomgds, gxyb- 
agJdob HMbybob aobMes wo bybH|Zgam0 QbAQ300b gomndyxmdgbgdo. dom~mmanyMds 33- 
(939d Woss~Eaabs yogdoMn AgnbLazobs Es abgma ImMIMbgdnbs Co bgnMMGMobbdo®yMgda0b 
godmymgeb drmab, AmamMa3o9 mba 8m(30ba, bom 8mboba ~s ~Emdsdobo, Mmd~m]d0(3 
Logomobbg0a39M0e@ wyogdoM@gds ydoymomamgdnb, Losdmgbgdnbo ws Hmgooe, 3gnmom- 
eEMgMdob, 8oMmgbgdomsdmMobo Losbemgabs CEs gMamdob JgaMdbgdgdb. Lodegmab 33- 
(939005 aodmogmabs adqomammdgqemob A-b aodmym@ab doSJd0, Mo(3 Wo~@ dom o6 ~Wo- 
95dd30LE7dg~r AdIM3EAMIdSLMb6 sbr(30MEJdo Ws BMMBobBMEmab gmgdo (9b 38mmdmbo 
gdm 3049 L&MgLLmobos 05393d0MJdje~m0). sMbgdmMdb ImdmgMmemgdob, gobbo3qmMydom, 
bsembyMa M78IgMHyoMob JgdILMymgdemgdob daghM wCowobGyMgdyomo ao6(36Mmdob 6 ob- 
Ambogo(3oob dgdmb3g3gd0b bodq(3609M obbbs. grMbogymo paghjella-b Imd~gMmemgdaob 
4mb69(3999ddo, Rodrmagmagos abgao ao6(3@g9d0, AMaMMa3d9: Lasdm3gbgdo, MogobyQmg- 
d9, YAMaGMOMds Ed JseEmal HMobbyjbog68 yma I~eamdoMgmds — gb oMab y3gmo bod- 
mgModo dgMbydyemo bdgdob oe~modas. LOMMge@ domds godmbs]30dgddo Jmodsambs Agdo 
Bobs Goabob Lomo yma — Transported by Song (Bithell, 2007). 

sdobms6 wogogdaMgd0m, Woes gobby96mam BoMIMboob Ig(360gMQd0(3_ — Jgdb- 
Myemgdemgdob mobsbdow, goMyggQyor OB AMZomgdbo wo GoMIMbayE ymbooanMo(309db 
d43M demagma obGyoGQMo 999480, obobo GoMdm{dbos6 gobag4qM gadMo(30gdbo ~es 
AgbagomyM MdgMBMb_db wo, sdagoMse, BoMEsdOM bgmb qbymdg6 dJoJbodo~yMoa goQ3m- 
Hayqmo IeamdsMgmdob dgaMdbgdob. ofgw@ob godmdgnboMy, figg96 Ms mido qbeo, Immb 
30MM 0d goagdobacb, Gmd LadmgMs Jdbmemme bLaSy3g9dabs Co bM8Hgd0b dgbbsgmos. 

boob&gMgbro adob smdmfgbs, HMI bra dgIMbgg30dG0 LEMM]Je sbam0 o68g6boyMo 
LobodmgGm asdm3e@amgds 4mg0390b Lymgamb dmdmgmemgob mogabo Igbago~mamo ao- 
IMZCAM]d9 BoybasMMb dombsgam qi36— BqmByMob AmygoMamgdb. Jom~me a’cappe- 
la aybeob Zap Mama @sdsoMbyd9mdo wo bggMdo, dgmangm-dbsoMagGmMmIds IAmMI~Mg|Momds 
sboGs EMmbad Agdmsb LoydomMdo sbbb6s, my MoGmd qygoMb Mg38gHa300b 386m3gbo: 
»Jb abgao sMohggnmgdMag0 yHongMadgegds ws dJgaMdbgd00, Mmdgm@a(3 A396 Irmob 
(OMBZqQmaMgdb*. ab LoqdMmde@os, My MAMaMMH asdmbsGo ILIg6gmdo syboMdoboMa omo- 
(390 L396 XaqgQob JgbMymgdob dgd~ga. dogmsd, — M30 dob, — ,dom of 34mbeom 
LodmgMab sdagomse@ dgbmymgdob godm3@omgds, MMI(30 dg WoMbINZdqQemo ZoY0g0, 
Hod obg IegMo y3gmob daxydemnse Eo 0H JobeEmm@s, MMI sdagoMoe Lad~mgMs ymRoamaym 
domme dommgab". LEmMje@ 0d aMdbmd0d dmosambs ogo, wogbym dob &gMgmobgdob 
RoGoMgds. dob mibyMMeda fodmsyommods avybeo Afropean — MmdAgma(3 sbhMy~m|de@o dob 
dagM bgmobemro sMobyoMgdqm ,gnba3yqM" MZ3QMmAVoMb, MmMamM(3 oQMa3¥yer0, obg 93- 
AMBYMO asgmgbgdam. aboba gdysM|dMes ,gqmBqQMymo bsdogab* dabgyem gRo~mmbe- 
Rob, AMd~oab bodgqmgdomes:3 Zap Mama - b dgbMymgds odgbb ,,bo@ob BybA(300b, Moms 
bombdo [439m] aooamb...gmbogqmo dnba3o“ (0689%30%, 2009). 

doaMod, Ms B4yYMO YRmgdgdbo wo BgbIdL, LogymMadobs wo ogmMgbGyMmdob, Mog 
HHH]MZgMBQM ym bogambgdbQ7 yodomab goMeoyngom0 Mgdso? bmaaghMamo bobsMageo- 
mm agoembodMabo dgadmgds go38m3gmm 9. s9GMo3 xXmbbmbob (ogbQMoeoo) 33093000 
amb3gemd9, MmdAgmbs(3 Iagema Moga gndmde dob boabdo dybododobo bodbgeg: dgdb- 
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©d gBMb3gemgdob DgILMymMgdgemos, sdaGmd dobo 33ge~Mg30 aobbogyoMydyem obG MLL 
a63g3gb 0d mgo~mbsdbMabom, my MmamM aobobomogb ogo domoyqgRmgdobs wo FomMdmdoe- 


a76emmodab Logambgdb, Mo gbgd0M sobybMdb daogo0% jombgob: ,MmMagmMH smowagbb, Ms 
dgbodemgdemmdob sdemggh, bgmb qbymdb my odoM(369db, 06393b, s6aMgQgb, o3MoGBoggob 
Go shgoGMomydb dgbMymgds o~egmemmansb?* (Johnson, 2003: 161). bog330Mg3gmoo, doamed 
ab gbgManqmoe o3M08039db odob, Mobsi3 M30 ,93mgbHqMmdob Lagoggb“ qbrmeagdab. 
ab smbgMb, my MmamM 93d93039d0M Bobybmdeo0 493M sgbHMomagma M7b38megj68o 
dggOMb30bL, My MsdeEgbse gobmbagMons Jomo, MMAMMH?3 AJDMo Cs WIAGgLGa@mse omgob- 
80 gba dbosbGob dagh Ibmamamb dgmMg bsbggMab dogo MgmoagayMo mgdgdob Agbogab 
D_ZILMAMAdEMMds. MoZ0E HBZmob, MMI sdazgoMo ob8Mmgbgd9 439M sbgMbgdb dyybo3ob ~wo- 
L3yqmboqmmdab gmmdqmamgdob“ (Johnson, 2003: 198). d3GMMaL sbMHom, ognmgbGymm- 
dab dabgMs doggebos6 999%039™mg9dbgJ wo ,AMb3gemoab" Lb3ggd0bagob, dom Immob dabo- 
Zabs3, oMosgMJO8qMse@ Johbg30, gdbobyMgdo oMs Jomemme sgng6HqQMmdob MHobmdMn3 
368 JLGdo aobbamgob qyZeogyMBob, sMsdge@ dJobmsb RoMyAm goMoagdosbs(3. LOmMyco 
09 EabgqQMbIs dg4dbo dJog3o6o3bHo |mmM3-3ymMBQMab dobmdMago IJoMyggGobaob bogyd- 
390 AYJHOMO sqeEa®mMMaobagab, ognmg6GyMmdab dbadgbge~mdabs wo Jobo doM3g9Mgdob, 
AHMAMAH?Z INeEdoga wsymeRoab, ,agHmobs300bo* Eo obmemoa3aab Godsab IgGabdg8oe yx6- 
CdD FHGHoCmabLHyMHo 0689H8M] 8300. OY ogMgV6GyAmdab bojzombb a3gMwby a0~03e9dm, 
dobo mJIom, ,a°dIMAb~@ 7d9 Dgbodemgdemmdgdab Loge 3gmd3emg4G0%. Oy Co349d39dmM, Hmd 
Ag7LMQAEmgAd9b ofgb ,c@odmMbIgd0b gdabHgqQdJomemmaogmo hoMimb da3gcmob Im GB 63000", 
dodob ambdsgmoab dyboge ,bo3dome@ JeEowsMo 3ymByMyomn BmMdos adobomgab, md ab 
Zdd9MHagZgdgE ghgb3osmabGyM/shGogbg63o0~mobGyM daboMmymmedsdo ofbob dm43gx- 
mmo" (Johnson, 2003: 197-198). 06939 Homgmos Xxmbbbabgyemo Ibyxgmmds odab dgbobg9d, 
oq Mo AmMemb obMymgdb o6GyM3yemBQryemo dgbMymgds 09 dgdImbgg30dW0: ,agamo 
SBLGMomagmgdab dogs ambs3gmab dgbMymgds bomi3Mse@ gobbb63o3e@9d0 boos Moc 
Od BIYMBVQM mse Irbmbgdqemoa ogbHMomoyMo BymByqrmymo dgdbMymgdcmmdnbasb, 
M9356 do 9430 8mGJ6(309M0 Es9HMZaMb 430(3M9@ do3ZMGo3gdgem0 M|MMa 8gagdmb- 
Mo Lob&gdo, MMdIgema(3_ Q96oagdb Ji3ggob, MEAgbsbo ~s Agbge@yemgdgdb" (Johnson, 2003: 
207). amb3gmob Ag7LGQE|d9 dom bLodyomgdob ode~mggh, bLogyyms ms3d0 smdmshobmb 
»0°Jod@g aobygamoMgdgmo 06 ddabom  bobag~mo"; yYmbbLobob sbMom, LbOMMJe Jobodwy 
oMasb3c@amab gMmdsbgmabagab asbosMJdo JI6oL gmamdob bogdome demagm dgamdby- 
dob (Johnson, 2003: 188). 

IIMGBYMomodrMaba dgxXxobgd0b Cnbsdoge 4RxMmM ddogMos dodob, Mmegbs3 dImd- 
MgMeEmgd0, JodsMa396 Ms L630 Agbogo~myAM IgdjZ30EMQMdb, fo~nsb od AyHbogob bod- 
Imdcamdo wes HMseag3ayem dxILMyMgdemg_db dombs39 Jggyobsda bge@gd006. dxybogob, 
ImabsyMmdabs eEs GyMobdob mgdabomgab dadegba~ma yayMmbse~ The World of Music-ol 
L38g(309m@myMa g9d-(39d0b SmembaGygomdsda IoMGBob LAmaAdbo booasbdom boydMmdb 
pogbogob, MmamH3 bLayosmynMa dg63g9@Mo0b gmMdob“ 42MM ~wWobsMHa~mgdam0 ga- 
Bmamogaqma 33emg30b on3agmgdcmmdsbg, HyMabGyemo dgbg9eM Qda0bo wos qMonghMo- 
3933mob ymb& bao (Stokes, 1999: 141). ws abg3, IMogombdosbo bodegms Imbsb- 
AM|MdHnZ0 Cd LonbymMMds30M bobab o~gomyMa Ledyomgdss 6G _{MZqmByqoyono 
Dg639EM Qd0LgZab. QoJGos, MMd w3bmgbmg06o LodmgMgdob DgbMy@mgds s~odosbydb 
Lodqomgdob sdmggb, 9d gbob sMRme@boab dowbgmogoe, goobMgdqymo~e oQMongMamb. 
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Ms@396 Jhogombdasbo Ladmegms bdaMsee sbo3aMegds Ami3a~mgmdobosb, dob dJgxydemos 
L&qdIMgdabagob dgfdbob sdommgdqmoa Lo@~gbobbsyo~mm goMgdm. dommgoab, 3063 dma- 
BSyQMMdb 7339 JgygoMgdqemoa Lad~mgMgdob bLoddmde~mda, bgdIMa aobbaemyen AygbogomyMh 
KoMEM|db L6go 8mHg630yMo LoMagdgemaz gdoGd0 — ImaboyMmdng@sb Jomgdyemo 
Iaodggeomgdgdab bobam. mogabms30e@, Mogar@obogoma Eo LobmgeMasMgm Ima ‘bow- 
Amds sesdosbb bosgo%mab oMs doMSr dg6ggEMSL sbo~m aoMaIMbmb, (3bmM3gMgQdab (36— 
Bgbosb, oMsd9@ (36 EMMbs Es LagM(Zg7bMsb gdbLs8gMadgbHab, aobbbge39dqm o~@gb- 
Amdosbs Ws yMMagMgd0b97 GoMImeEggbgdm0b qMongmamdnb bLodyomgdsb s80Mm3Zbqyem 
0mb9d9. seaammdmMago bLodmgmab ghamdgmoago dgbMymgds dgodmgds of(3gb dmagm 
Lodaomgdo@, Mmdgmn(3 94939 aodm3c@amgdob qRM~m dobogobb asbe@ob wo od abam 
396908 30(39db adob Im 6(300~@b, md of da~rgoqm dmodggeomgdgob dma boymmdoab 
EMMoabL Jamds(3 AMHdgmMBZ0~nsb0 aogemgbs gJbgdo AmaboyMob gdIm3aqMH BgmomMeMgmdo- 
9. 

A396 dgagodemos goboqdMmm, my MsdeEgbseE (3b@s@ boMIModhgbb IMsgoembInsbmdo 
Lmgosmyh qMangmMamdgob ammdomyMHa Mgemmobgegab mgembobMabam dvyyaomdob- 
abs @o Lbgoms dogh EeEogadboMgdqmo Mmm3zoemnMHa dgdmbgg3gd0b dogomamdg. ymMmy 
magba30 b9Mb oy ,MmamM odmg|3gb gamBqMo bodyomgdsb o~odosbygdb M9898 0(30- 
ab Ledyoemgdom obbs3~mb ae@g6Smdg60, 8Mba309d0 CEs La3os~myMa WMoangMamdgdo, 
M93 KJMO-RQOmdam doqdengdgmos ImemaGhogodo... ImdqmoMyemo yymByMo oMs db- 
meme obsbsgh Mgo~@mmodsb, oMsd9@ sysmndgab dob” (Lipsitz, 1994: 137). 3me@agmboyMo 
Lodmgmab 3qm&qMms dobom sbhmoe@ wsabS Mybgdyemm gVb6doM|d0 sbog~ma Mgoemmdgdob 
Rodmyomndgdsdo. megabo bsdmmdob — The Cambridge Companion to Singing 30%39ebs39 
339MEbZ RM 8MH MO ghamd Iraymmebgmoe@ GAMbL: 99369003 admMgm 30 Imbsd- 
Mgdo, md ab, Mobs3 A396 sbers Abmg_mam Agbagob gq6megdm oMab ob, Mabasbs:3 
BM30EmNMa QodrbsGHgZob sboe~mo YmMMdgd0 aodegenbgdo" (Potter, 2000: 1). oyd(3o gb oMe 
domme gmgomyMo g4b3gMgboab bogombos. AmamM3 939 gbobgm, Jbmamomb bLbgo- 
@obbge J3ggy6ob AmMogombIosbmdab Ag7bLMymgdobsb IMsgoe~mo bobob bLoMagdgmo gMansb- 
(jdd Ws demagMe ds: Lad~rgms LoboMagdmms yYobIMagmmdabagob, s@sdosbab Lbgqmo- 
bo @o aosbbymdab, gbojmemaaygmoa ws gRobagyqMa deEeamdoMgmdabagoab, bm3osmayMo 
Lomagdgmoa qMangMandge@gob L630 Lomagdmgdmsb, Loasbdobommgdmm wo 3qdobobS- 
Ho boMagdmgd0 Lbgo BqmBqMmyob bg~@gd00b, dmabonMmds bomb qbymdb dbmamdbgeo- 
Bg9cmmdab asgQoMamgdsb. bongmoas, my Mob oagdb dJod~mgdo, Mmegbs(3 IMsgoembIosbm- 
do OH MBZqMBQM Ama go(33cmob bobagmos. Bq_AmMBQMym yyngbamgdoby bmMdsGoxyemo 
IAZILZdEgdObL Mobsbdo~, aMgm|d9, MMd JoI~mgdabasb go6bb63039d0m, 3999(3990 bdaMoc 
RodmMmandgymoab deamdoMgmdsdo Mhgds. sMsdsGyMosmyMHa dgd330@EMQmdo0b dogqangbg- 
do Bobobbg03—E9d0 JG gMosmyMa 999 330EM ]Mdab dagymgbgdobasb. Mmegbs3 qd3gegbo 
3H 8JRB0JGJ00 IQojVYIDO Mogzbeqd9, (36905 Abobo sMsM oMnsbh bsMIMEAgba~@mbo dom- 
agob 8oMZgmoe@, MMasbym@m asMg9dmdo. JoaMod MmamMH(3 qemg BobgMbo sddmob: ,,g@ao 
q3boqMa IMd7ZEGo BqmByMob g3mbmdogodo... Mob ob, Med gb MjbgqMZ0, GHMobbbo- 
(ombsmyMoe@ bLoghmomb aosbbogqmMgdqmo Gado, oH agmg|go, 3absa~@eb s~@odoosbygdb dox- 
deoom domo “asdmbo39d0% wsbsgomaab gM%9d9 aob396" (Hannerz, 1996: 62). &4mob- 
Aamo dg63g9EM dob Jgdmbg939do0, 900(39dgdb ob) dobsobdengdb 9b939 dJgvydemosm bsbmb 
Mo JGHogqeno 06 JG MosmyMHo LoMagdgena; es, Jgbodemme, gb aobagh obgm asi3gmgddo 
domo IMbsba~mg|mdab ImHhog0(300. 
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AMEgbLs3 EMgh Jocmojdo dhogombdosbmdob gybdgbo — y3bmgemgd0b 06 sboemasd- 
Megdab dgbMymgdam, Mmdemgda3 bLo3vymnoM Jgd33g0@MgMdobmsb Jogn@bgb, Mmamm’3 
,0sbg3Moe@-sqmbsae@gMyd0", Mabs330M3ZgGmos, Yo~@s wWogabsbma we aogaama ob, my Mo 
dg90330EMo dom AgbMay~mgdsda Logemgemo 06 BsMbymab od AMIM|Mmg|dab JgbMyengdob- 
Ms6 Jg~moMgd0M, MAMA bIgd0 LooMJagm fobsbgMgddoo JgIMMAgbaE~0. Dgnde~mgds ~wo- 
39E2A00MM, MS CodagoMg;s LaMaga«ab, g9MasbFyemmdob, Mgaombyema dobMam~gdob o6 
ZdMdbsG3gemmdab LabsGogob MmgombobMobam; Jgademgdo smgdgmamg@gn wowagbomoa 
Bgbgdob eo A396 dogM ogmgbGyM dgbMyamgdoe dohbgyjmo C9MM3Zq3g9d0b godm. od deob- 
b9b9dsdo d939(30@9, L630 89Mb3q4Go30~@06 Imdggnbs bsmgema adobomgoab, Ms Jgodeng- 
do dgbsdgboe@ Joagohbegb. od mgombobMabam, ob939, DoMagdnmmos, as3gamgemobbobma 
HAMobmMbLWeEr0 g96b63039d0 boMIMds~@agbemmdom wos Ambsba~mgmdMng daLMAmM|dob dm- 
Mab. BoMdmdseagbemmdan 3mbHJJb8do, bLoe@e(3 AqbLa3zs, qsoMagmoab yogmobs, b9em369- 
S98, JOOS ZAMMEOMO a9M3ZBg99EM LGsbeooMSJdbo ~s 6mMMIQdbL. doaMod Mer30 03039 Iqbo- 
3° ImMbsBa~gmdMago daLMAmMgdamss BoMIMEagboma ws LrZns~mNM YMongMaJdIjge@gdob 
gdbobymgdo (wo (39MBggqEm0 BaMabmgab smdmAgbob, SMobbygbe@gbi3osb 06 MgModoob 
5sMdmse@3,96b), obMHa Ms ofgh ag039 gMaG® gMondgdob asdmygb6gdob doba dbodgbgemmdo- 
be ©d 9RB94IGqamdab aobbobo3gmabagab. aoMygqqmbamoe, ImygoMymo Imdagmengdab 
IMoZ0Mbdosbo LadegMgdam Ambndgms5 ws domo Ambsbo~gmds JgbMy~gdsdo, Avybogob, 
Amanm3 Legoo~maMHa Ji3ggab semmMdabgdob bobomee@ dgadmgds ofbsb wobsbymn, Mo(3 
Msgabmsz0e@ sMab dobo, GHmamM3 BoMam ImbdsMgdob Lagmmb JadsMm IbsMeE0 doba~@- 
aqemoob bodombmbg. semMdabgdab (36960 dgago6b969db, md dgndemgds abg3 308mM3gma 
ab, Ms(3 ~s330MagJm. 

Logmse@ dMogembdasbmds, dgbodmmo, oymb, doamsd, GmMamMH(3 09 ymooab 330e0, 
Amdmoab wosgoMagob godm3 bmbLGomane a3043b. ob dgadmgdo dmbdoMgdob bLogobo aobegh 
ILMMR@mmM d9O9Mb9, Md(3_ B3Z9Q\MMaoJgdb, Mo~@asb fAgg96 3(3@amMmMda o36mb-~es36mbma 
Lomagdgmoa Ed ymdIsMmdabgd0. ,obmoedmA3gge~@osmgab" — Jo~mojob sbomacbMemdob, 
Imde~m33gEMgd0b, Jodagdgmomomgabs Eo BoMdmbaab sMdJ4mby J3gy6gddo D(36mMgMgdmon- 
30’, Hmdemgdai3 (302.007M4g6 043696 oMo dbmeEmeE ImdbdoMgde~mgd0, oM999@ Imbsba~mg9- 
d0, gb, dgbsdemme, bodysMmb obemgdqmo dag(36mdob abs gobegh. ImbS&dImegmbobGyeno 
999 330EM ]Mdo9 AdOb (3mMe@bs, Mmd badobdngM0 ImbsmbMmdn 943930, MaMMgx4ye~0 dbod- 
B0gemMdo0, MmdAQma’3 ahbeEgQds, Mob LadsMamy|, MmdIgemn(3 Wobsbgabs Es aoagdob sbo~ 
ZOIdL agmogooMab. LOmM{e dob avymoabbdImdb Msabab Mgoe~mbedMoabo: ,,qgmbmdgbo3mm- 
Madd LaMambymse qbes Jaommb yggemo AGZGoy\mMos, GmAgembs(3 bsoby~@gd06, aJbgd0 
ab dsm dag dgJdbaema my doma 33mg30b mdagdGobs, GmamM3 FgdJoMaG dob yqbewo- 
I7_HNMa IG3Z0(39deENgVd9, 8Mo4Gogymo bLoJdosbmdob dggo4qMo ~s se@odosbob (36m3M%9- 
dodo ANbogab dbadgbye~mmdob LoeMdabyymo asagdab bysmm* (Rice, 2001: 22). 

gonbmdqjbogmeamanab, chaMmm3meammaoab, 3qym&Bqmyma 933gmg39d0b wo Immo o- 
3gMHo Ag3bagMgdabs ~s dom daogM Lbge@ebbgo g3obG gdomemmansdy yyMoemgdab ao- 
dob3z0mgdab wodbobyMgds0, Md web figg6 sdagomMee Jgagadmos Rodmgeyomodma 
AgbogomyMa oJGogmdob CwodMgggdqmo Abodgbgmmdgd0. gHmo dJbMg, bodg3bo9%m™ 
CabLZa8~mabyd0b LEMMy{@ sbayma Igda~@EME gogdoMo ws, JgmMy dbMng, Ibmamom Agbogab 
096909 AMogombdnsbmdob osbom~ma bLagm3bemoab agodmhgbs, bodyomgdob agodenggb, 
LAyemyMgQ@amMsE 2930aMH 8MmMnQgmbaab wobadbymgds 21-9 bow 3y6gdo. 


8MMW\Mbns, HMAMM(3 Lodyyo~mgds CEs &MMso: 
AMAZOM ,AyQdomMdb* Imemagmbos 21-9 boy 3q6gdo 123 
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' ob.: http://www.youtube.com/watch?v=BEolWXnGKVo. 996 Bowgogob bodmg%s WaterAid-obogob 
2002. Ingen SMnGsbjmoe@b ymggm Bamb Lomgdm avybeagdob 653M gd0ba96 dgde@goMo 800 abo 


AmbBsag~mgmdb ~mmbembab HyIbab yBg_bSoagomdo ogMoagabs eo abwemgmab WaterAid-ob 386m9480- 
bLomgab msbbab doboammggdmoceo 


* .QmmdqemoMgds, 89MIMbBoab oMHdJrmby J43gy6gd0" sMab g6eEMoy demo job bogbob — The Land Without 
Music — 899 dog s@od8GoMgdyena bomogMo. Agdo sMoGBsbgem0 Mgb3ImM~@J68 dob sbHom, Jom Iogh 
L630 gym®qMgdob dMogombInsbo LadagMgdob dgbMyemgdob gim-gMan dobgbo abso, Hd dM Go- 
Bema bombaMa Anbags, daMamsw@se@, gAmbdosbns 
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POLYPHONY AS TOOL AND TROPE: THEORISING 
THE “WORK” OF POLYPHONY IN THE 21st CENTURY 


In the paper I wrote for the Fourth International Symposium on Traditional Polyphony in 
2008 (Bithell, 2010), I described the functions and meanings of singing multipart songs from other 
cultures in the context of the community choirs, workshops and summer camps associated with the 
Natural Voice Practitioners’ Network (based in the United Kingdom) and the organisation Village 
Harmony (based in the United States). In particular, I addressed questions about why singers are 
attracted to particular sounds, why they might prefer to sing songs in languages other than their 
mother tongue, and what they feel they gain from learning musical repertory and vocal styles from 
different parts of the world. In answering these questions, I drew on my collection of personal in- 
terviews and questionnaires to show how the explanations of my respondents encompassed human- 
istic, social, psychological and political realms, as well as the technical and aesthetic. 

In the present paper, I offer a more theoretical analysis of polyphonic singing as a form of 
social and intercultural engagement, a tool for building social capital, and a site for exploring new 
subjectivities. For this, I draw in part on ideas presented at greater length in my new book, A Dif- 
ferent Voice, A Different Song: Reclaiming Community through the Natural Voice and World Song 
(Bithell, 2014). There, I pursue a set of key themes and concepts, including participation, perfor- 
mance, identity, community, empowerment, liberation, transformation, transcendence, empathy, 
reciprocity, conviviality and collective joy. Some of these, as will be immediately apparent, relate 
only obliquely to the music itself. What they point to are a set of broader affects, consequences and 
states of being associated with, or derived from, singing the multipart songs that bring the people 
in these networks together. Crucially, they pertain to music as an action or process, rather than an 
object or product. Together, they open a window onto a world of human experience whose signifi- 
cance lies in the realm of the existential as much as the musical. This, then, is the territory in which 
my present discussion is situated. 

In his contribution to a collection of essays on “Music and Meaning” (published as a special 
issue of the British Journal of Ethnomusicology), Timothy Rice identifies a series of metaphors in 
common use among musicologists and ethnomusicologists: these include music as art, music as 
entertainment, music as emotional expression, music as social behaviour, music as commodity, 
music as referential symbol, and music as text. He also proposes that culturally specific metaphors 
“may be as endless as the cultures we study”: among the examples he gives is the Navajo notion of 
music as medicine (Rice, 2001: 23). Meanwhile, Veit Erlmann’s work on the South African genre 
isicathamiya led him to suggest that “the essence of art” lies not in any meaning as such but “in 
the interaction to which it gives rise” (Erlmann, 1996: 481). Metaphors and meanings, Rice notes, 
are neither fixed nor mutually exclusive. Within a given culture we might observe a shift from one 
dominant metaphor to another in response to fundamental changes in the social, economic and po- 
litical climate. Multiple meanings might also co-exist, depending on the different subject positions 
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of those who have a stake in the music in question. The power of music, Rice suggests, surely lies 
in part in its malleable and multivalent nature. 

In my own research into polyphonic singing traditions, both in their native habitats and in the 
transnational environments in which some of them now circulate, the metaphors that have emerged 
most forcefully are those of music as social interaction, music as revelation and music as transcen- 
dence. Themes of music as medicine or therapy (broadly speaking) and music as a force for bond- 
ing have also featured prominently. In pursuing these alternatives to the trope of music as cultural 
commodity that is more usually associated with the world music industry, I hope to shed a different 
kind of light on questions about what is lost or gained in the changing polyphonic landscape of the 
twenty-first century. 

Sociability is — almost by definition — at the very heart of polyphonic singing. As Robert Farris 
Thompson (Professor of History of Art at Yale University) puts it in a documentary film about the 
polyphony of the Bayaka people of Central Africa, “You cannot get the music off the ground with- 
out the group” (Kidel, 1992). The central premise of Bernard Lortat-Jacob’s study of polyphonic 
singing traditions among the confraternities of Northern Sardinia is that “acoustic harmony results 
directly from social harmony and cannot exist without it” (Lortat-Jacob, 1998: 10). Writing about 
polyphonic traditions in Russia, Irina Raspopova emphasises that the singers must be able to work 
together in non-hierarchical way: it is impossible for people to sing polyphonically, as opposed to 
harmonically (in chords), unless they are able to “accommodate” one another (Raspopova, 1996: 
9). These kinds of observations underline the fact that singing in polyphony both requires and rein- 
forces a state of practical co-operation and mutual understanding. 

A similar notion of “the two-way interaction between aesthetic and social considerations” pro- 
vides the keystone for Jane Sugarman’s research into the polyphonic practices of Prespa Albanians 
in Macedonia and in the North American diaspora (Sugarman, 1997: 22). Sugarman tells us, speak 
of polyphonic singing in social and moral terms, rather than purely musical or aesthetic ones. She 
describes how at social gatherings singing is “expected to take precedence over conversation as a 
means of socializing” (Sugarman, 1988: 4). Typically, the two upper parts of the three-part poly- 
phonic songs featured at these events are performed by soloists, with the rest of the assembled com- 
pany joining in the bass drone. Droning “provides an assurance that no one in the room will be lured 
into conversation, for a mouth that is occupied with droning cannot also be speaking” (Sugarman, 
1997: 221). The extent to which participating in this kind of collective singing is directly linked 
with matters of obligation and honour — we also learn that, “as an important means of asserting 
one family’s respect for another, singing is regarded as a moral act” (Sugarman, 1997: 59) — leads 
Sugarman to propose that “if Presparé cannot be said to have a codified music theory, they do have 
something approaching a theory of singing as social behaviour” (Sugarman, 1988: 6). The social 
dimensions of singing relate not only to obligation, of course, but also to reward: in the Prespa case, 
collective singing is carefully orchestrated to nurture a state of heightened intimacy and elation. 

Further variations on the theme of music and sociability are played out in Thomas Turino’s 
book Music as Social Life: The Politics of Participation. Turino sets out the fundamental differenc- 
es inherent in two very different kinds of music making that he labels presentational performance 
and participatory performance. Presentational performance, which typically involves members of 
a specialist class of highly trained, professional musicians performing musical “works” (often by 
“great” composers) for a comparatively passive (and often paying) audience, is associated in Turi- 
no’s model with the values of hierarchy, competition and profit that belong to the capitalist-cos- 
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mopolitan formation. (Here we are in the realm of music as product.) Participatory performance, 
by contrast, fits with a democratic ethos that seeks to maximise active involvement. (Here we are 
in the realm of music as process.) In now familiar terms, Turino characterises participatory per- 
formance as “a particular field of activity in which stylized sound and motion are conceptualized 
most importantly as heightened social interaction”. The “special kind of concentration on the other 
people one is interacting with” when making music in this way, he goes on to say, “is one reason 
that participatory music-dance is such a strong force for social bonding” (Turino, 2008: 28, 29). 

Social bonding is a key concept in the work of Harvard political scientist Robert Putnam, who 
established his influential social capital thesis with his best-selling book Bowling Alone (2000), in 
which he documented the dramatic decrease, from the late 1960s, in the numbers of Americans 
joining civic associations, social clubs, churches and unions. The import of Putnam’s work lies in 
the way he links this data directly with a parallel decline in health and wellbeing — both individual 
and collective — which he sees as resulting in part from the weakening of the norms of reciprocity 
and trust that are among the by-products of properly functioning social networks. It follows that re- 
covery lies in the revival of community-based activity (which, in Putnam’s language, equates to an 
increase in social capital). Identifying active involvement in the arts as being “especially useful in 
transcending conventional social barriers”, Putnam makes explicit reference to singing as an acces- 
sible leisure activity through which people can accumulate social capital. Perhaps most pertinent of 
all is his proposal that “singing together does not require shared ideology or shared social or ethnic 
provenance” (Putnam, 2000: 411). 

At this juncture, with Sugarman’s observations about singing’s pre-eminence over conver- 
sation still in mind, we might also add to the mix a comment made by a WaterAid volunteer in a 
trailer for Helen Chadwick’s Sing for Water project: “We can’t all talk at the same time, but we can 
all sing at the same time”! Even more to the point, the lack of a common spoken language need not 
prevent us from singing together. 

As has been proven by the vast numbers of amateur community choirs and world music choirs 
that can now be found in Britain and elsewhere, vocal polyphony lends itself eminently well to 
bringing people together remarkably quickly, with minimum investment in resources and with im- 
mediate rewards. Many of the songs chosen come from oral traditions and so are well suited to the 
participatory ethos. They are taught by ear and therefore accessible to the majority of people who 
do not read music notation. Singing bypasses the years of slow and sometimes painful apprentice- 
ship involved in learning to play a musical instrument. It does not require any costly equipment 
or technology. It is also highly portable and lends itself to spontaneity. Participants may derive 
pleasure on many different levels: from the thrill of the harmonies, the discovery of new kinds of 
music, meeting new people who may soon become friends and, in some cases, finding a voice they 
didn’t know they had and perhaps overcoming associated fears and obstacles. Here, then, we can 
see music at work in its revelatory, emancipatory and therapeutic guise as well. 

While the social capital model is a useful aid in elucidating the benefits of joining this kind of 
choir (and equally of singing in traditional ensembles, with the caveat that some traditions do re- 
quire a lengthier apprenticeship), there are also more strictly scientific explanations for the efficacy 
of singing in having a positive impact on health and wellbeing. Recent years have seen a marked 
increase in research into the benefits of singing across a range of disciplines, including music psy- 
chology, public health and social care. The interdisciplinary team at the Sidney De Haan Research 
Centre for Arts and Health at Canterbury Christ Church University in the United Kingdom, for 
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example, has been working to build the research evidence base for drug-free interventions such 
as “Singing on Prescription”. Alongside undertaking a systematic review of published research 
on singing and health, they have conducted a cross-national survey of choral singers in Australia, 
England and Germany and established a series of choirs for people with specific health conditions 
whose progress they are then able to monitor. Indicators of the physiological changes caused by 
music (as shown by numerous studies) include a rise in blood pressure and heart rate, an increase in 
muscle tone, and changes in respiratory rate. Biological research has identified links between music 
and the release of hormones and neurotransmitters such as oxytocin, serotonin and dopamine, vari- 
ously associated with feelings of satisfaction, pleasure and general wellbeing and with processes of 
interpersonal intimacy and bonding. Studies of singing in particular have pointed to an increase in 
the secretion of immunoglobulin A, associated with positive or relaxing experiences, and a decrease 
in cortisol, a hormone linked with emotional stress. Here, then, we have scientific explanations for 
the experiences of bliss or intoxication reported by many singers, and by singers of polyphony in 
particular. The accounts of the Corsican paghjella singers that inspired the title of my earlier book 
Transported by Song (Bithell, 2007) were packed with references to pleasure, liberation, commu- 
nion and a transcendental state of grace — all seen as part of the mysterious alchemy of voices com- 
ing together in song. In this connection there are also hints of a science of harmony, with singers 
speaking of the way in which certain intervals or harmonic configurations have an intensely visceral 
effect, producing physical vibrations as well as musical overtones and thereby contributing directly 
to the sense of a euphoric peak experience. At this point, we are a long way indeed from the notion 
that singing is about learning the words and the notes. 

It is interesting to discover that in some cases it is precisely these intense singing experiences 
that have given established singers the urge to share their own musical heritage with amateurs who 
are also cultural outsiders. When I interviewed Belgian-Zairian singer Anita Daulne — best known 
as one of the founding members of the female a cappella group Zap Mama — she explained that 
she had always loved the rehearsal process “because it’s such a good interaction and feeling that 
circulates between us”. She spoke of how audiences showed their immense delight when seeing 
the group perform on stage “but”, she said, “they didn’t experience that way of singing and I was 
convinced that way of singing is accessible for everybody and I didn’t want that way of singing [to 
be] just for them, far away”. It was this sentiment that inspired her to start giving workshops. The 
Afropean Choir that she went on to establish in Oxford — with a repertoire of “ethnic” songs that she 
had rearranged, drawing on both African and European influences — also built on her philosophy of 
the kind of “cultural mixing” that allowed Zap Mama’s performances to function as “a bridge or a 
door to make people understand . . . ethnic music [better]” (interview 2009). 

What, then, of the more thorny questions of rights and rules, ownership and authenticity, 
which inevitably enter into debates about cross-cultural borrowings? Some especially salutary in- 
sights are to be found in E. Patrick Johnson’s study of gospel music in Australia that is the subject 
of a chapter in his book Appropriating Blackness: Performance and the Politics of Authenticity. 
Of particular interest in Johnson’s analysis is the way in which he, as an African American scholar 
and performance artist who grew up with gospel singing, views issues of power and representation 
as he sets out to answer the central question: “How does performance reproduce, enable, sustain, 
challenge, subvert, critique, and naturalize ideology?” (Johnson, 2003: 161). Perhaps surprisingly, 
he mounts an energetic critique of what he terms “the authenticity bug”. He describes how many of 
his Australian interviewees expressed reservations about their own legitimacy as white and mostly 
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atheist enthusiasts performing the music of black religious communities on the other side of the 
world. He himself, however, sees such sensitivities as misplaced on the grounds that this way of 
thinking “‘fail[s] to articulate the discursivity of music” (Johnson, 2003: 198). To ascribe authentic- 
ity to black Americans alone and to regard the appropriation of gospel music by others — including 
oneself — as inauthentic, he argues, serves not only to perpetuate but also to collude with an es- 
sentialised racial discourse of authenticity. Insofar as it is this discourse that has formed the basis 
for the mass marketing of black folk-cultural forms to white audiences, an overly fundamentalist 
interpretation of what authenticity means and what its markers are may be viewed as a type of con- 
tinued segregation or ghettoisation. Once the authenticity question is put to one side, he concludes, 
“another set of possibilities emerges”. If we allow that performance has “the potential to alter one’s 
epistemological frame of reference”, then gospel music is “too rich a cultural form to be confined 
to a simplistic essentialist/antiessentialist binary” (Johnson, 2003: 197-198). Johnson’s reading 
of the way in which the liberatory potential of cross-cultural performance plays out in this case 1s 
also illuminating: “Because [white Australians’] gospel performances are in striking contrast to 
the socially and culturally sanctioned Australian cultural performances, they hold the potential of 
transgressing the strictures of white hegemonic systems that sanction behaviors, beliefs, and atti- 
tudes” (Johnson, 2003: 207). In allowing Australian singers the opportunity to shed “the residual 
traces of British propriety”, gospel singing enables them to discover “a part of themselves that had 
been underdeveloped or lying dormant”, and it is the sharing of these previously unexpressed parts 
of themselves with one another, Johnson suggests, that creates such a strong sense of community 
(Johnson, 2003: 188). 

The dynamics of cross-cultural encounters are brought into even sharper focus when singers 
who are drawn to other musical heritages in this way travel to the music’s place of origin and meet 
with traditional singers on their home ground. In his afterword to a special issue of the journal The 
World of Music on the theme of “Music, Travel and Tourism”, Martin Stokes highlighted the need 
for more nuanced ethnographic research into “the specificities of music as a form of social engage- 
ment” in the context of tourist encounters and exchanges (Stokes, 1999: 141). Here again, poly- 
phonic singing lends itself as an ideal medium for intercultural encounter of a fully participative or 
immersive kind. The fact that it is perfectly possible to sing songs in a language one does not speak 
allows people who do not share a common spoken language to interact in a meaningful way. Since 
polyphonic singing is often associated with moments of leisure it is also conducive to generating a 
heightened atmosphere of conviviality when guests are present. For those who journey to the source 
of the songs they have already fallen in love with, the extra-musical rewards discussed earlier are 
intensified by yet another layer of potential benefits, derived this time from the experience of travel. 
In itself an adventure of discovery, a journey overseas offers the traveller not only an encounter 
with novel environments and unfamiliar ways of life but also the time and space to experiment, at a 
personal level, with trying on different identities and imagining different ways of being. Joining in 
singing the songs of a place can be a powerful way of making this kind of experience more visceral 
and thereby reinforcing its potential for having a longer-term impact on the traveller’s sense of self 
well beyond the timeframe of the journey itself. 

We may now, then, bring notions of how polyphony manifests social relations in the relative- 
ly local cases documented by Sugarman and others into articulation with a global vision. George 
Lipsitz has written of how “culture enables people to rehearse identities, stances, and social relations 
not yet permissible in politics. ... Popular culture does not just reflect reality, it helps constitute it” 
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(Lipsitz, 1994: 137). The culture of polyphonic singing is now helping to constitute new realities 
for many of those newly drawn into its ranks. Somewhat unexpectedly, John Potter wrote on the 
first page of The Cambridge Companion to Singing: “I would hazard a guess that what we now call 
world music is the well-spring from which new forms of vocal expression will flow” (Potter, 2000: 
1). It is not only a matter of vocal expression, however. As we have seen, rewards of many different 
orders are conflated and amplified when people sing polyphonic songs from different parts of the 
world. There are the health benefits of singing with respect to the human body and mind, the psy- 
chological and physical rewards of singing harmonies, the social rewards of interacting with others, 
the educational and humanistic rewards of encountering other cultures, and the horizon-expanding 
rewards of travel. It is clear, then, what the receiver stands to gain when polyphony is part of an 
intercultural exchange. In normative readings of cultural appropriation the giver, by contrast, has 
all too often been portrayed as being left deprived. Appropriation of intangible heritage does not, 
however, equate to removal in the way that might apply to material heritage. When ancient artefacts 
are put in a museum, then clearly they are no longer in their original location. But as Ulf Hannerz 
puts it, “One curious thing about the economics of culture . . . is that this reserve, this particular kind 
of transnational common, does not risk becoming depleted merely because people borrow heavily 
from it, as people can keep giving meanings and their expressions away to others without losing 
them for themselves” (Hannerz, 1996: 62). In the case of touristic encounters, the givers or hosts 
may also benefit in practical or material ways and this, too, might form part of their motivation for 
entering into such exchanges. 

When we listen to polyphony being performed today — whether by foreigners or by younger 
singers in the cities who have come to their own heritage as part-outsiders — we are, of course, likely 
to see and hear things that have changed when we compare these performances with performances 
by village singers or by singers from the past whose voices are preserved in archival recordings. We 
may identify losses — of complexity, of variants, of regional nuances or subtleties of expression; we 
may worry about transgressions of established rules and other markers of what we would consider 
to be an authentic performance. Here I have tried to shed light, from a rather different perspective, 
on what we might see as gains. In this regard, it is also pertinent to keep in mind Turino’s dis- 
tinction between presentational and participatory performance. In presentational contexts, where 
music is serving above all as art, we might well expect certain standards and norms; but when that 
same music 1s appearing in a participatory capacity, where it is serving as social interaction (and, 
for some individuals, as discovery, transcendence or therapy), it does not make sense simply to 
apply the same criteria in assessing its value or efficacy. In some ways, the attraction of amateur 
singers to polyphony in its participatory guise might be seen as part of the revival of music as social 
behaviour, which in itself provides a counter-balance to the increasing pull towards music as com- 
modity. The notion of revival also reminds us that things that are lost can be found again. 

In the village, polyphony may be but a vestige of a way of life for whose passing we feel a 
sense of nostalgia. In the global marketplace, it may have become a commodity that leaves us with 
a sense of unease as we try to weigh the rewards and compromises. For its new converts who strive 
to participate and not just consume — the youth in the cities, the pilgrims and seekers, or those who 
dwell in the lands without harmony?’ — it can become a new way of being, a different way of expe- 
riencing the world. We do not have to approve or disapprove. The legacy of the postmodern turn is 
that we can rest in the knowledge that any story that is told, any meaning that emerges, is a partial 
truth which opens up new ways of seeing and understanding. This is what lies behind Rice’s insis- 
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tence that “ethnomusicologists should take all musical metaphors they encounter, whether of their 
own making or that of their research subjects, seriously and for what they are: fundamental claims 
to truth, guides to practical action and sources for understanding music’s profound importance in 
human life” (Rice, 2001: 22). 

It is in large part thanks to new theoretical and methodological developments in the fields of 
ethnomusicology, anthropology, cultural studies and political science, and the different epistemol- 
ogies to which they direct our attention, that we are now able to articulate the layered meanings and 
significances of musical activity in this way. It is this marriage of disciplinary advances on the one 
hand and developments in polyphony’s new life in the world music arena on the other that allows 
us to fully apprehend the work of polyphony in the twenty-first century. 


Notes 


' See http://www.youtube.com/watch?v=BEolWXnGK Vo. Sing for Water was launched by Helen 
Chadwick in 2002. Every year an 800-strong choir, made up of members of community choirs 
from across the UK, performs at the Thames Festival in London as a way of raising money for 
WaterAid projects in Africa and India. Sing for Water events now also take place in France, Ger- 
many and Australia, as well as different parts of Britain 


* My formulation “the lands without harmony” is an adaptation of the title of Andrew Blake’s book 
The Land Without Music. One of the reasons given by several of my British interviewees for sing- 
ing multipart songs from other cultures is that the British folk heritage features predominantly 
solo songs 
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dgodemgds omgeb, md dSqMembo abgaa gMa-gMa0 (my os gMase@gmann) dm3emg- 
Bee, MMIgema’3, Mogaba Jobadsmodbdom, VAAIHgbLo gnbmdybogomaMa 3q_mBqMob bogm- 
Om badbse@ smoJjdges. My grba3yMo AgbLozob Amsg0M Laddmemme 306dg SqMembb woo- 
Lobgmgab, smadgbGoMgdyemn BHMGB]bL80 dobmsb b:I~Zamse aogfoMegjdo. 

Mo Agagodmas dggd9GMmM SqMembob Igbob9d bow 3qbob aobdogemmdsda aodrmm dna 
Imb0BM]dg9db? y3Zg9emo dgqdmb3g30d0 Aggbo dmbbLybgd0 ymd3omo(309E@ BodIMAbe do, Mybeo- 
d(3 OMddObBSHIDISMaOymose. adgens, Ag960 gbby, Gmdgma(3 Jomemme sbs~mobab L&s@no- 
bq asbbyxob ayymabbdmdb, 068 96300b Bobobsmoabgdmoe@ dsobi3 a30Magdb. 

393@900M, SNMeEMboO gobgabo~Ma LadoMBa3z0b boda sbsg48ob dobj@30m, Mm- 
Agmbs3  Agw@adggbgob dog Wobsbosmgdqmoa bodbgda(3  gbdosbgd0 (Menymesckui, 
1976: 29-38). ZsdIMgByMRO SQMembob Lbgo, Agg60 cbMom, BMabRZo8yE~m Mogabygd~yM%9- 
dgobo(3. 


d4qMembob byds68035 

SqQMEMbO, Jgademgds am|gob, sHJgGod00, MMAgmbs(3 IMogombobbsamgob6o dbod369- 
cmmdgda aoohboo. 

(36969 ,dqMeEMbo" QMobaymrose Bybybb! adbs3b obg39, MmamM3 abacmoabyMoe 
— drone — dgqmagMdobymow@ob — BydBybL eo ayayob. dbasgbo goImemmans bogmogab 
dagm bdmgobgd0b asaMmdgmgdab dgqbmnwsg mgabygdob 993ydbgd0. sdsboob, od bLobgemge- 
do odoby6GyMa mgabgdo — dagmMab aobamdmds:3 Robb. mogabo bsMImMdImdam, syMem- 
Bo, (36900, Badsbo-boGos, AGGoymMos, 0b939, MHMAMMH?Z ,MbGobsGrm". JoaMod, (3bo~@00o, 
SqQMembob 3m639880 0M oMab gMansMybosbo ws gMmdbadZbg7e~mmdnsbo. aBoM~o aod- 
Ayjemn dagMabs, asdmbsGgob Imobdo ogo smbodbogb Qmbb, LoyMeg6 Gmbb, MghaGo(30- 
ob. dobssMbab 3mobdo nga dgndmgds Inagobadbgdegb gMamnsbmd0dg, L&odamyMmdsdy, 
AMsbbyg6eg6G yer Lobyobdg... 

SQMEMEL aoohbos goMygggqmo BmMbmMBo(30q\Mo dbodzgbgemmdgd0(3, MmdIgema3, Jgbo- 
demgdgemas, MdZ0E sEMgbLo8do Josbogmb dob. dogomomese, ,dobs", ,bLoyMegbo", 09/30" 
(S90 9a,0b8do). 

SqQMeEMbo, MAMamM3 HmbogomyAMa dsagMob smdbod36gem0, g9Ma0 JbMn3g, bMeEaM Hm- 
3mm3 Loddgo@obs @s bLadyoMob smdbadgbgmo — dgmMg dbMn3, gMmagoMa ,bobe@mab", 
,oabOb" Loddmemmes 3 Jgadengds smMgaggom. 9do8md oMss asdmMa3bqyem0, dobdo gmma- 
30M0 KabGomanqmMo dbadzbg~mmd0(3 AMgnsbMHma. bonbSMgbm of6gdme@o od I6Mog od 
Ramdas LowybeosMg39d0b aobbamge, bLo~@e(3 BmLAomaoab mgdoo obobyemo. 

dgodemgdo amgeb, Hmd SqMeombo, goMJBg9qCm0 sbMam, badbo3gb ymggmemnyMmdsh, 
mgom Lohydgbs3. Lohyd9(3 Qmboo, Lohdg3 ghimagoMmgoboo... 93939 eMmb, figg6 bo- 


Ad9@ 9MgaJg0dIm g0My394q~ bImgebgd0b gmddegdbbo3, Amdgmbe3 JoAggqmo 30m, 
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AMAMAZ y3gmemoym, Logo gmbb (ymMeobos, 2008: 36). sd dbMng, Loob&gMgbo 
SqMombab d3geqMo 26 8gM3M]GHo(309(3 — MZE@mgdo. 

SQMEMb YM dobda, 3MdNbogo3oob FMoe~doa, Msg0~e@ DgdLMAM|dg~moms Immob, bma- 
RIM ogymoabbdgds L630 3ymbmGo(309(3 — gboo ,,bs3mgdvyboMoosba JgdLMyemgdemgdo0". 


SqMEMbBN — 3mbGabyydo my 3mb6bG 9689? 

Mo LydSbGoby00 bobmgMo3b sqmembb, MmammM3 QMMIsb — gmbHobyqIo oy da9- 
MombadsmemgdMaga BmbbGobHo? grb Sobsyydob odobj76GyMa mogabgdyMydoo gMam0 639- 
Gab a063%3md0. ag30 SqMembob sdbomyGyMo aobbbgqmgd00; ~o dabo domme Igmmy 
MHagab Imgempbso SqMemboal EabygMIG®ymoe, ,ZrMIqbyyomoMymoeo" goGHoMJdo. broom 
SAgMsaLADSMM|dMHagZ0 YMbLGobGHob ImogoMo bodobos 4qy3gmgemmeds, MMIg@a’3, BMS 
Zddqmo yEogMoemdabs, dgbsdmme, gsdmabomb MghaGo(300m, OMbeo(3 Lodab gaodm3- 
3MHam ob bBsMab M9330M, 06, MmamM3 dobodda — dodobob wosomMsdyg MJaymoMayemo 
(0M 8ydon. 

sMbobadbsgao abai3, md aobdIgmMygdoemds, AMAQGMA’Z SMLMdMagZ5E W(3bMs SQMOM- 
Bo-gmbGobyqdab awegabomgab, dgw@sMgd0m gMagqdo RZgmgem~mdab, oby gmbbGob Gob 
ag@gob. sdob g9dmM mb80bo8m dgodemgds asoagdmegh, Mmamm3 syMembab gMaagomMo 
MgabgoMbs 309. aogabby6ma sbogy30g930, MMdAQMA’Z ,36Hyb gRoMIQbb* SqMembob aodm- 
BEV WQRMM HZmab, 30EM] MbL8absSmbo. Jobo dobsbo, I33e~mg3Mab MJdJom, ,3me@o- 
RmbaMa Jumgamab asgMmnsbyds, d933MS ws dboMeodgmMoo" (Acacpes, 1971: 74). 

ZMOLGs6Gobo~eda wWosoMabsMgdqyemo yrbGobyndob boyggamgbm Joasmamse dgnd- 
™MId9 AMgZnyg06bMM HoogobyMo ,,sobodqGBdqyGob" GHMoea3ao. oMab oy oMo gh (330emgdo- 
00 bdmgebgdob yrogMsemds dSqQMembo? (3bo~@o0s, oMob (oxyonmdog. 4 

ZMOL GHG YMmdo sqMeombabl dgIMbggZgaMa MogabygdqyMgd90, bmeam ymbGobqo~mmds 
— LydbHob(soqMo. sdoGmd, Jgadengdo omJgob, ymbGobyqdo sqMembab sMbagoo, Igam- 
(0/3 Cd YMMIS(3, dodab, AMeEgbs3 BrMbLHosbGHo Jomeamme Ignmeo ws BmMdoo. oda Sd, 
MphoG®o(30qema sqMeEmba ymbGobqomyAMasb IadoMmgdsdo HmamMHi3 JOmMEmMEmanyMse, 
06939 BgomdgbmemannMoe, IgmMoe@se@ bes Jogohbomo. 


d4MemMEN — JGmbmBmsab bs Go 

MAMmgZab bo§mgs60 MJdom, EMM AygbLozob Lyumos, bmMeam dagMama 396mdg60 - dxy- 
bogob bbgxyon0 (Opmos, 1972: 359). 0535058 9d~@OM: 5d MMHa asbdmdamgdob go~eo33gn0b 
BAIMBamo dNMemboao. dob FMmbmMBrdBab y{gqmob]J Jobado~myM Co 9daZoMo@, 9E93309G9 
gZsdmboSqjmgdo@ dogohbg3~c@0m. 

JoMaMs(3, SQMEMbdo MMnZg BAImMombadbyema ymmMenbs§o Jobodobjgdqemoo dgd- 
©9Ja9 MMO ®y6~e@96(300m: 1) MaGdob, Mmamnm3 EMMAL wdys~mm ghagymoab baggmoM)- 
dom; 2) Age~mmenyMo AmdGsmaab, GmamMHy, Bmas@oe@, ImdHomdab baggmaMGgdom. bL6m- 
HgJe@ 09 MHo BoJGmMab 80%md9ddo dgagadmoas Ms~ms(3 IMdg6Gda Jgg0amdbrm ,,bm3g0Mo 
HMsbbyg6eg6G yer qoMmmmdosbasb" (Opos, 1992: 66). 

EMMOL RoJGHMMab6 ofGoqMo dadoMmgds ofgb gormyMm doboeymmdsb. od dbMog, 
SQMEMb QM AMogomMbdns6bmMd5 ImeEsmAMa AMsgo9eMbdosbmdaob shGosme@ose@ Jgode@mgds 
dagohbama, asdmd~absM) Irme@smyMa gbangGogo~@sb, Mmdgema3_ QMbogomyMo dagmob, 
AMaAMH(3 Joboeoyemmooab LodymBobyMo (3968Mob o~mfdob g7babomd~myages. syMeombab 
(398M 30 39M33Z99E~ EMMaDM BrMMMenbs Hb Jdbab Agqbogomym Jbogoemdo, Gmdmob 
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JMM-ghon Mygacmsdg7bGo, BmaseEMgemogogMa gbag8ogam, BjeEMMAMmdab sbe(309(3000 
AMsbb3g6eEg6Gyemob obobgoo. 

Agbogabagab obg bLobbmbmAygqm@o CEMHmaMa ymMMMenbs}o, dDgodmgd9 omMdgob, 
SMHEOMb-{MbLHobGHodo qRMmM sfJGyomMns, 30EM] dsqyMeomb-3mbSobyyIdo, MHo~acb 
80M39IMO Mogab Magda, 96 BoMo~m|mAM ba3gh(39da AmdMomdob JobgeEZ0M saM3gcrgQe0, 
bam dgmMgb sdagoma EMmamn gMagyAma of aoohibas. dgadmgds omgob, md gmbb- 
G36Hs ,qQdMs300 ImdMgd0* (6qQMeEmbyern bIo AMsgo~mbdosb wRoJGyMsdo), bmerm 3mb- 
Bobyydo - ,ImdMog0 -ydMogdo" (d-yHembob (3OM@gBggm~o dagMgd0b xYoggoe sm do). 

MAMmgab sdbMam, AygbogomnMa dagMo EMmab y3gqgcmob 7 Lyagms ws LMHAma Jobo- 
RILHo0(3089. EMM og0 AmdMomdb es gobab3sgbgdb jowegi3 »MmMamM 3 RobyMa genMggeno, 
AIye@dagee@ ImdMsg30 Mogaob qdMomdsdo“ (Opmos, 1992: 395). oJ, (360@00, ,da9Modo" Lbm- 
Mge@ dqMembo oaymoabbdgds (sxyeonmdog. 2). 


d4Membab bsmg3gMgQdn 

AmamMH3 om@Bbadbgm, SsqMembab oMbmdMng mgabgdoe@ oes hoomgee~mb y3mbSo- 
Bommds, bream bLogyqmoM mgabgdoe@ — gmbbGobGyMmdo. dogMsd agobamdmdommds wo 
By3gGoemmds Domemme {mMdsmyM LagMh3qgdos ymbHoJLGob aoMgdg. agoobSQMgbgdb 
Ms sMbodMog30 (wo SMS 3~Mgd0m0, dgmMasoo) Log@n@om, 3b30dm jgambgeb: Ms bydobSo30b 
JoGHoM]dgemoo Aybogsda yrbGobyqdo? MHmamMHz dabo~maMo mImbaGa oJ Job ImdMomds 
q8aMabsoMe@Jdo, MHMIJMA’Z JGemMeE@dnMds ZddIMbs yma. bm od Im(3gdjemmdng@eb go- 
Imd~absM), SQMEMb Ams Jzagadmos 3naqmabbdma asbaMdmdsen ob&mbaM]d0, Hm- 
Agemdacz_ 0H Dgnbadbgdo AgemmeayMa Lame, 306MM goa9d0m — AygbLazo~myMH obMo. 

mmds dbo doohbg3b, md sqMeEmba oH o39Magdo 0d dgdemb3q39d03, Mwy goddqemo 
Gmbo gowesbs33megjos Lbgs bogygbymbg (Lomax, 2009: 67). A396 wsgdg6m: doamod dob 
3M NOES dansyHMb yyMoe~mgds, MMamMH’3 IgmmeayMds dmogdo. 

LEmMMIE odoGHMd, RoMHam aogagdam sqMemba mobbegdss, bmemm syMembymo mmM- 
bdosbmds MAM NAMO QBybJ(30mMbsm~mMa, by |NbA30sa0bbbg03g9dq4em0 Ihogombdosbmdob 
9MMAZ0M dabodsmyM adob-boGoew@ dgadmgds smgadgom. Msg0e@ dqMemb yo bdo jo d- 
LogomyMo Jbmgamab daogoMo 3mbGyMyd0@ob (Ha3aiikuuckui, 1972: 119) gha-ghoob — 
do6ob 9b939 dabodomyMo, sb) mogmbyMo badsbo-bs Goo. 


dqMemboab bLobShs4Go35 

Ho0@g9bo(3 SQMeEMbab dasgo0M dobobosmgdmse ymbSobyoemmds Jogohbogm, (393g 
Sgdyoema goddqema dagM(3 SqYMeEmbse Z0ay~mabbdIgm. 9d Im(3gdQemmdomM, SqyHembo 
dgodengds gobbbgqjmegb 1) AbEago~w@MNsemyMose ob 3mMmMg]4GoqMoeo, 2) MAgHoG®o30qemoe@ o6 
BM Bob yoomayMo, 3) bo3Mo30gMo@ 06 3mzoe~myMoe, 4) ZMOMoLG yea Rxy64(300M (bbge 
bd9d0096) 6 JMawYWA(30qMSO 5) L&oGo39M%0@ Co CabsdayMoe. gb bymo asbbmdomg- 
dab bygamgdo dbmmme gman bdab 30%800d0 dmasbMgd006, MmamMH(3 dobs~myAMo M3m- 
ba®gd0. 94939 8aMimdom, Jgbodeme, gb 693% Jd0 gMadobymoob Lbgo@ebbgo jymddobs(30- 
0 d9393d0MEb96: ab~eagZgn@EVsEMNMa BMbGMobSyomo syMeomboa — ,38mdgo" (seyoomdog. 3), 
bogMsegagMoa bom daqMembo — ,cwoxgMoery" (seyoomdog. 4), 3M J GHovyMo (39cmb6doobo 
MHphoG®o(g0qma sqMembo — dsyeobqjMa yBbomdImens (39 9Mmgmboob 9009996 960m) 
(oQromiog. 5), AMGoemyMo anbonMa sqMemba — ,dsobodyHdqGBo%, 3mb%MobGwyero 
BMO Gob yoemyMa dNMembo — ,fo3Myoenm" (seyonmdog. 6) ©@o o.d. 
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JoMams(3, sQMeEmbab gMimb] dg78o bdob 89MBosdo gobbbgymyds IgGow@ ad3g00mn0, 
gZobbogqamygdam — Lbgo.@obbge bg9dmhodmagmama RBmMMHdam. ghad sg9hMeRmMMdsbbobob 
SqQMombob a~gab gobbb3go3g9dqm0 Imbmeagdo sMsdybgdMagn0. 

90GB AogBM3gmgoyono (369d9 ,dQMEMb Am dMogombdosbmdo" badbsgb sMs sMbd- 
HagZ0@ syqMeEmbaym bIomobgemeb (obgao domme sqmemboab dgdm{dgegdom0 8063080 
8MHAMMH] BM oebadbyemo Avy ba3aMQdo dgad~mgds oymb, dogomomoee — 03039 8obod46- 
dno), 0M309E bobsboomm bodbob, 39%dme, sqMmeomboab d9d(339m IMogZoembdnsbmdob. obg 
AMI GB MInGo ,dqMembyea IGogombdnsbmds" (Ibasgboe ms39e@ ,dXxyMeEMbObLS) sMoo 
MgoomHo (sMboe@ob a0dmde@nbs9) Gd 93 99933084M0 (co993n6a(3o0bs Cd (IRO~Jb- 
Bab Argqemdgdob dggoMegdob dbMn9). dod M9GMd (5d330@MES 030? MmammM3 fhobb, 
g3MOmdayMmdab aodm. IAgmmeaab IMogombobm3bygdob ymbbyq dSqMeEmbod gMms@gMm0 
SMdIAMMENDYMA bdss Ed, JgbodsdoboeE, dz0QomM 8M9~E030H0. 


d4yMembn — mba 

ob990930b bo®y39d0m, ,0Hyb39, MY MMamMH gaoaMdgemeagh, aoobgemb ob&mbo- 
MHgdoea0 Jbrgomo, yrygmagab Eo goMEeoyZ0ems@ Rogdb3qd0 BHybgo0b, my Amamm 
Imbegb 09 Jumgamoab abgmo (39dg968aM|d9, MHmd AgbLagMgd5do aodwbemgbgdq~m B®mbms 
MH JOG JJIGrbozob omdodo AmaggbdoMmb. LogoagomMoe@ Mmd 3nJg0m: bdomab3gms wo 389- 
woo (Acadpes, 1987: 88). oJ 99(3609M0 SQMembdy, MmMammM(3 agdGomBob (bdsmob- 
3cmob) R3Mb6%q sdobg0m]db yyMo~mgdob. 

ammoag3abob wowmosb&qjMgdom, L&odqmobsedo yyMowemgdob dgboMAybgd0b qdom- 
Baggbo bgMba mdagJGabomgob jmbGMobSymo g|mbob dobsdgdoo. gh yyMo~mgdob bo- 
AqQoemgdob sdemggh EMMESEMM BMbdq go~wosabs33~mmb ws dzIeEgJa 3Ztm3 EoMdMbegb 
moogJGb (Commupn, 1980: 59). gb dgfoboddo bogbgdam gbow@sagds sqMembyeno dobob, 
AMAMMH?3 Bmboabs Eo bgw@s Gsdyg06o bdab, MmamMHi3 agdGoemBob qyHoagmomdsh. 

adZ09M5@, JoaMsd SNMemba Dgodengds ofi3gb agdGomPBows3 — agodImomMAgmegh 
AdemagMa B_bJ(3omMbse~myMa aba309G030M, bmemM IAmdMsga bdgdo, 80MaJom, IgmMgbo- 
Mabbmgobo aymb. 

SqQMEMbOL 30Eg3 JMO BybA(3090 AgeEmMeEaNM bIFZd0bs@do BoOMIMbaYEMn 3mMd3m- 
B7bGHab Jobaggds — MmamM3 BMobab goamrmnMa boyMegbob, ob939 (omygyenma gmbygmm- 
Cab gByd9q-dag9Mab Mmemdo. BmaseseE, sqyMembab jo~mmyAMa boyMe@gbo, HmbozoomyMo 
MMHagobGaMam, BjeEo bdgdda od3BMMg0b9(300LagabL gMmagoM ,LobomdyM] 8oMMdgdb" Jd- 
bob. 


d4qMembnb 3Msgd98039 

(sb9@09, SQMeEmbab Byb4;3ambsemyM AbadZbgmmdob Mogo@ sds My 09 SNnMembymo 
ZgmByMob dfmbg bombo sboggdb bomoabbb. Joagsmomse, my d9Mdbgd0 mgm@0b, md 
bogdome ImdMs30 abmbab dgd33g9ma dobsbGoyMa Logo~mmdgma ghmbdosbos, JoMo- 
3907900 LoggbqMmaby33mgemo dqMembob d9d339m »JgGHogzqMb" mMbdos6 Lodegmoe 
amgcmoob. 

SJHVYMIYMHa EMMaM BMMMEnbsHo dqMembob LydagJI@ymo se dobob bo3dome 
d30Q30M sbrzoa(3agdb doe@gdb, Mo(3 agobbogqmMydom BoymaagMo@ godmaygbgdo Ije@08- 
d(309M MAQemagogM Bym@yMgddo. ogo of LogoMms QBmbse@ od8Mmgabs3aabmg0b — 8oM- 
Ambage yozom@moabomBgab, Ho9dIsqQMob agMoge Mogoebagob, MghoG®osi300 SqeabGym gBbo~m- 
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IMeEnsdo. MZaM dsobBshHayMo 0%mg3MI8 ds, Mogabo HnbozomyAMa IgqbGom, ImeEoemyMo 
Bymdodo (36m Lbgyemom@ss fodbogamo, doamsed donb3 demgdb 9d wosmgd8o349% aomg- 
dodo. 

sMbobadbsgos, md bbybgdyjem0 Mgemogoqmo bagh(3g99d0, qdg&gboe, Imbmeagqm 
ZIMGBYMISL Mobbge@qdo. JoMaym bLoaommdgmdoa sqhembo aosi3amgdam bogmgdoc 
SJHVomayMoas, 30EM] JoMayen bombym LodegModo. 

AgmoaoyMo Agbozob y3ymbom osmgbodbsgmom sqmMembob jo~eg3 gMM aobdmdo- 
mg9dsb — dob o6GMog9MGByer 3g9dGnMb, AmdMoga bdob g4LGMogq9MGyemmdob bodoMo- 
L80Mme, AMAQGMA’Z VIF gb Wodemos JadoMayenn. shams sqeobS Ma JobGMo od" 
(oroomiog. 7), ImbememnMHa ,3mdg0". 

BMSMIMYAM AQGMMESO Jzagzgadmos sogadgom Mybyemo LomgmodbobyMm dsob-3Gm- 
R63, AMAQGMA’3 ENd336gd0b sbodommy|demgddo aZb3g~@g9d0. odagoMa Maha Gs(300(3 bed 
SQMEMbd]s WsdyoMygdyemn? 

Dgbod~me, aodmaymb dqMembab 064 g63amboemyAMo ws ymdnbogo3aqMa JabMmyemg- 
do. 8039 dgdIMbZg39d0 SqQMeEmbab JgdLMAMgQdQma Mog0e@ SQMEMbob MogabgdyMoQ- 
39009 sbegbb gyBmygqboM9dsb, bream dgmMQ dgIMbggg0dG0, SQYMeEmbob JodoMaamgds 
L630, a9d8om Bo bdamss aobbobm3mymno. 


S4qMEMBN — dmGHg3(305 Cd 3494G0 

AhogomyMo QoayMy]d0 FMNAZ9MO JIM 3OYM-ogqbGogqMo 3r@gd0o" (JIesu, 1992: 
93) ws dWMemb A Jom ImMoab asdmnMf93o 939gQ0M, JggImMbmMInNQMa LAM yIG yom, Ger- 
Agembsig_ JMMAZoMo HoMsGogob ymbH JLo o4gb. gogobbyj6mm gomMaobob (sxyeoomdog. 8), 
CaXIMoENL bd—mgosbydo, MMdAQMA’Z JMMAZEMO ,~ModoMo30bd9a30M0" B3adMaMgda0b Jdg9d(3- 
Bgemas. 00 gbom Lymgdb gboydMgdnob. ~s doMamo(3, 3gMdoe~myMoa I_Hy3gemgd0~@06 dvy- 
Logsdeg sbgmabob 3960 bes dogmaom sqMembal boyg76q4MSg7, Amdgma(3 IgqbogomaMo 
dagM0b CEogadboMgdob Hmmm@dbos. syMeEmbo 7RMM g8ogoo, 30EM] MoMags. bdoMse gb 
SqMombob dagh asdmb3gqmoa AmogoMo gdm(30d9. 

BMASO0@ 30, JWOMAVLaZEEMMa 8MHoJGogZ0@ob godmI~@nbsMy, SqMembyemo, aogoo- 
KQMAdqQemo dagMob MMHo gIM(30qMO C9HZOMMZS 30dM0339M9d0: 1) ceabsdonMa, sfGoymo 
(n6&g6LoyMo, dImdo0dgbMgdg9em0, g69Ma00M 05006 &39e~0), BAbybo, AogoshyMydo: ByMH- 
Bs, FosbMHo, d9aR350Q0, Bo~gmob sqMembo, ImqMHn dqMembo wo o.d. 2) L&oGogymoa, 
80bo0 (@odsdIZ0@Qdge~m0, JJLOGo(30qMo, 89bayMo @mb6o): BoddqMo Mogsdo, 89Hdmbo- 
3° Yo30erdo, ,dG8ogqMab* dSqMembo wo o.d. 

MHoGend oMob syMemba ghia Jgdmbg930d0 asdomobosbydgem0, bmemm dgmMg dgdab- 
393040 — EodobybsMgdgem0? ~wobsdayMo dNMeombo boeEs MyaQaLGMobso, bmeam b8o8o34- 
Ho — ~sdomo. Lmbmmoab mJdam, domoqmo &mbgd0 ombmgb mogobo aodm3gdabmgob dg 
domoabbdggob, 300%] ~odcmgdn, (Coxop, 1986: 34). 

Aggqem, dobob sqmembyem IMsgoembdosbmdob jo yoMase@ dggbsd0dgd0 Ige@wydggb30b 
dag @obsboomgdqemo ,dygbogob (36mdobs wo goggdob... Idg0@0 ... dgjobobdo", Mmdge- 
GA(3 ,ddSMayQmos 3moMoG®yeomo (asdsboagdgeno, godagoobgdgem0, 3mMdab bLo3bowg, 
go6dgmMg9d960) I-gbozs~m Mo byMbgd0% (MenymeBcKnii, 1976: 136). 

SYMHEMEYMA BMbO oH JsMHM Mog0@oo LHoHogzob, qymbymog8mdob omdbod369- 
ma, oMsdg@ Mogab agdGoemBob ymbamoJGyMmdobo3 bogdomeE sbgoGMomgob. dIgym3- 
Bgdyem0 Logwybeabogeb aobbb303960m, JoMBog0 JgRoMegdab o6G9MZ00mgd%q oagoyemo 
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Ed SNMEMb AEM 39609 CsyMEbmMdn~mn bImgZsbjd5 9% Aga(393b oamboemmaab gaq4Gb (ao- 
dsobmbos, 2012). 

LoobGgMgbrs, Hd Brgasw@se qQMHaG®Imdob o~odosbo yRMmM yqoMymoaamse smoggodb, 
30EM] MOG®Igen dgbajzob, MoeEaQob6 gb qyobobz6gemo Lobosdm3g6m o68mbs300b aobdgmmg- 
dob gyMebmdo (JIepu, 1992: 95). AmamGH3 Robb, ,dge~menaab Myaab8Mab* bomamygdqemo 
gZddqm0 bIs 0d 8M0b3080b LobabssmI~yam, EgbHMyJR{oqem Mgo4(300b 06393b. 

EMsdsGobs300b 9R3g7dI GLE BraKR|M ,JIZ0@0" SqMemba3 yAdbob goMadmb 380% 8bo- 
MMH bdobaosb 3mbGMobGom, dogmMsd sdagoMo 8mobGo, HmMamH’3 dboG3Myeo odm(3060m, 
06939 BLofmemanaymo 86mg94(300b Ag7JobobBdam, Lodmeammme wo~egdom gIM309b do~@gab. 
30aM®Bb30 Joohoggb, Gmd gomsMbabob godJHmmMo ym3ggm bobsMImgdda dggb, Mmamh3 
yOQ(ZOMISIOMN 93914 HqMo Cobsomd~ygamds, Mmdgema3_ 06393b aMdbmdoms yWHongMabo- 
SaMabL80M%M Goal ed LH7meogds dsm Imjze@gq RoMagom ws BobswavyMgdom* (BeirorcKHii, 
1986: 267). 

(36mdagmas, ed ALIF6g@a Aybogob obG M8M_HaMQd0M s~modgodb (Koctiox, 1986: 
14). sdoGmd, bdoMse, 73HM— goboagdo oMab Agbags, GmMIgmaZ SjMeEMbb Agoy3og3b. 
SqQMEMbOL CAZMEAM|dSS YRMM sEZgamMns, 30EM] AZEMeEaQMa ImdMsemdobs, as6bo3%- 
MMJd0M, boZemgd9E BMMabmMbaMydoe~@oabs. DoMam 3, 4973 RM bogmgdoo ILIgF6g@oab 
HDZboQMyAbo, Joo 72MM ~Caw@ns LobmMMyemo gMansb-bLobygM7Sqjmo, aMAdbmdomn smqdab 
Moeo* (JyBupak, 1986: 106). bmeam dyMemba gMmageMo d4RqIMOs B3g76o Ldgbabsmgab 
(36M Co dbg7emMsE sEs38HaMJdo@0 bImgobgdobomgob Bge@e bdgddo. 

gogabbgbmam ob939 LommMasbm 3q64Gob dagM Dge@o bIgdabsEIo ,mogobygom@mo 4(39- 
30b" 30boM 969, MMIE@OL EMmbos(3 0d 8ge@oeMAM dagMosbob Haws bIgd0b ,,eabmbsbbyMH0" 
JodsMagdo sfJHyomyMs@ omoM aoba3@gdo. 

Lod bygmme asdmgoGebeom SqMembob Lbgo obS MIM] Go(3agdbo(3. Jogocmomo, 
LodmgMab weodobMymgdgemo wybobmbob eoebsbb dybsMAxyjbgd0, MmMIge@a’(3 Lemsggdb obo- 
Losmgdb, dgbodemgdgeos, sabb6gdmeagb, Mmamm3, gMaa IbMn3, ImdMoemdob obgM300b 
goeomobgab, 06939, IgmMQ dbMog, qbobMammdob wogafboMgdabo@do dab6Mog969, Hm- 
Igema3._ BMobab CEobLMym|dab gMmagzoMo 8MMHgLAos (oqroomiog. 9). 

bdomMse@ dSgeo bIob gq7Mds~myMa Go JbHo yrmbSobyoemM dqhMembyam dsobdo aoM3- 
Bg7CM M™MGJ68HqMH oberb Lobogh. LEmMM{e 09 gboJm-godbamE~manyma Mgsmoa0b aomgo- 
mabbob9d0m dgagadmos g0aycmoabbdIma dsobsbGoayMa bIm396Og asdmgMygdyemo abmb-ab 
IgZoMmdemgddo Msboem 338 yJMHaMS ayomams WSs FMOaMS ambgdomo". 

Mob my oH SyMeEmba (39M™yzgzEM0 Ob~eogZa@ab dagh Age~menob qbobmbsyMo~ 
goymmoab dgqdemgdmmdob dgegas@ ymdsMmdabymo aowmsby39G0mgd0? 9da3oMo dm Boga 
domme obengow@ab ws sMse jmengGoqMo sobMmgbgdab embgbgo bogoMoqeam. dybo- 
B2MYMHA Q3Me~mm300b sEM{yE gdmJoda Agemmeanb symm o6 SqMembyma bIam dob- 
doshgdo LagnsmaMa RB764(300M aJ6gdmea@s aobbsdegMyAmo wo oH wboMob dabg~egam. 


S4qMEMbN JoMorgen |Ms~n(309d0 

Lmmab&ms6 dsobob dgbdns69d0 JoMaggmabamgob, 80%39@m Moado, SqMembb ay- 
mabbdImdb. oxyd(3o gb qzobobgb6gmo d30M%] Im3qemmdab Lydbadsbos 43MM ~oaw@o dm(34- 
cmmdab &9Mdnb ,dobobo", MMdAgmaZ, DMaAs@oe, Msbbergdob ombodbog3b. 

sMbobadbsg00, md &gMI06 ,,d9dL“ omsby 389 8Moabob dag bsayqemobbdg3 bodbdosbm- 
dodo LEmMMge@ dgd33gMgemob, asddmmosbgdemoab ¥y64(309 ggabMgd0 (0M (3boemo30, 2002: 
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115), G73 AZSg9MoqEJdNbgdL OdYsdnbE|I~E JoMayeE BMoea30sdo SAMeEmbye@mo IMo- 
30embdosbmdab oMbgdmdab R04 Gb. 

LoobGgMgbrs, Hd JoMayen HMoea308do sqMembb aodmMhgyemo bobgmo oM oab. 
030 ,d069E"% abmMeEgds yobgmdo, obg939, HmMamM(3 ,dobos" ayMa~ma SHMHomb Lomab so. 
OAI(3o BAAmombadbyemn Bydoybab Joma soMomgmoe, Igbodemgdgemns, bo3Mo3 goo- 
ByMab Lobgmbmeagds Imgnygs6bmMm, Mmdgma(3, Igbodmgdgemos, FHosmab dbndgb6ye~mmdo- 
boi3_ age (Igoe@oMQm — mobaMo gocmoco). sMbgdmdb asdrma do 647 ofosbyMmyd" (6x9 
oamdgemgd 909980). 5439 a0306bg69d~@0M yobM ,oNbBAL", Mmdgemays ob939 MOhaGo- 
(308b 4q303d0Me@gJdo. 

bobgmo ofgb mmbbdosbo dMmdamo ,bomoyMgdob* dqmeombyam bdob “dgdbdmdomMbo(3". 
dobo degdsMgmds 8Mab3adqmoe@ dsbab Cnsd0bmbam 9H abodbgd9 M3g0m bodbdosb bowx- 
9dd0(3 (asgnbby6m SsqMeombab J3q3g0M ,hoygobmg0" adgmayem Bocondo), (3 daxyyno- 
mgob adobg, md dabo 8oM%gZg7moeEd BybA(309 |mbo oMos. (3bo~@os, 930 Loy~gb, domMo- 
JO8aM{d9m Bmbb smbodbogb, dJoaMsd qRMm EoabsdayMns, AMEBMeEgd0b bsboomaboss wes 
Ms Lyg_mamab dssbagam L&oGo3\Mo (seyeoomdog. 10). boobGgMgbrs, md dgdbdmdomo 
Byegdo dsdob, Ameagbs(3 BMobs dmemmge@gds ~s EobsMAgbo Lodo bds Logo~osbbme@e odm- 
dMo3@ Joo. 

»d9@s bdsdo — bmm~moab&gd0, do6do axyjbeo" — gb, dgodmgdo amgob, Jomaymo bod- 
MgMab ImogoMo Bgbos, Amdmab wCesMegg30b yoRmgds domme 9.6. ,GMomb" so6ob dmd- 
agMomb gdmggeo. doaMsd MoGrd sbhMymgdg6 mybesi3 IgmmeayMog@ gosbgamsmgdqem 
d06b JoMaggma dmdmgMengdn ybobmbdo? sdzoMs0, md gb 8Mab(30380 Mb&obs 8M Es 
SqQMeomMb moa dobob d3gmo SHMoe@a(300@06 Imd~absMy o6gM(3050. 

Lodmmmme, dgadmgds amggob, Grd sqMeEmbo HMowa3oqma goboagymo dygbo3zob 
bog%(39do0 Agbogomama LAMyJIHqMab gia-ghao bodobabm gmgdg68o0, MmdIge~0(3, do- 
969539 Msgabo 8MadABoy{~mdabs Ed FMMAZ9MMgZbgdnb= (06, Jgbsdemms, dob godm (3), 
8MMabgdoyM Ed AMogomosMybosb 363988 2a3g93Cm0bjd0. 
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" http://www.britannica.com/art/drone-music 
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aodobmbns, msds. (2012). ,JGobGQosbyemo 330m L306 3096446 LodmygM|ddo%. ImbLybgd5 Bozomb:y- 
mo amoob Lobgmdbogm qbag{MboGJ Gob gnbmemaaym 3mbo3gMqb(300%y: oMJorera gomgd96G 930 
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31-40. MaE0JGHMMQd0: SMB qos, Myby@sb Eo YMMeob os, amMbyd. Mdo~maboa: mdo~moabab bobged- 
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10. JoMoyena bsenMo bodmgms xog4Moo https://www.youtube.com/watch?v=AeCyvRg0vb0 


141 


TAMAZ GABISONIA 
(GEORGIA) 


SEMIOTIC DIMENSIONS OF DRONE IN TRADITIONAL MUSIC 


It can be said that drone is one of the phenomena (if not the only one) which for the most part 
is regarded as the common feature of traditional musical culture. If anyone refers to drone as the 
chief symbol of ethnic music, it will be hard to raise a well-reasoned objection. 

What can we add to the viewpoints expressed about drone during this century? In any case 
our paper will seem like a compilation, even if non-purposeful. Hopefully our essay, which implies 
discussion on the stage of analysis, will be useful at least to encourage the intention. 

We will do our best to regard drone according to three aspects of semiotics, also echoed by 
the features characterized by Medushevsky (Medushevsky, 1976: 29-38). We will also distinguish 
other, in our opinion, important peculiarities. 


Semantics of Drone 

Drone can be regarded as the archetype with polyhedral meanings. 

The word drone means buzzing in French’, as well as drone from the old German — humming 
or buzzing. Similar etymology is based on the continuous sound of an instrument. These names also 
show an immanent feature- sustaining a sound. Originally “drone” was a sign-symbol, a metaphor 
like “ostinato”. But the concept of drone does not have a single meaning. Apart from a sustained 
note, it also denotes background, support tone, recitation. From the standpoint of content, it may 
indicate unity, stability, transcendental impulse. 

Drone also has certain connotational meanings, which can be attributed by the addressee, e.g. 
“ground”, “support”, “sky” (in the upper register). 

Drone as denoting the central sound (tonic) on the one hand, and calmness and steadiness 
on the other hand, can also be perceived as the symbol of “house”, “room”. This is why it can 
also imply a kind of nostalgic meaning. From this standpoint it would be interesting to discuss the 
soundtracks of films with a nostalgic plot. 

It can be said that in a certain context drone denotes a daily occurrence, even silence. Silence 
is also a background, it is also homogenous..... At the same time we perceive a certain sound as 
a silence, which we are used to as a daily, necessary background (Jordania, 2008: 36). From this 
viewpoint the Swedish interpretation of drone is interesting — drowse. 

Static drone, from the standpoint of communication, has another connotation among perform- 
ers — as a part for “less skillful performers”. 


Drone — Continuum or Constant? 

Which substance determines drone, as form — continuum or sound pitch constant? The imma- 
nent peculiarity of continuum is expansion of a sound. It is an absolute embodiment of drone; and 
its secondary occurrence is a discrete, corpuscular sound stretch. The basic feature of sound pitch 
constant is invariability, which alongside a stretched sound, can also be expressed by recitation, 
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even by strumming a string or ringing a bell, or at least by regular beating on a shaman’s tambou- 
rine. 

It is also noteworthy that repetition, which essentially contrasts with the idea of drone-contin- 
uum, more fits the idea of invariability or constant. For this reason ostinato can be understood as 
a kind of drone reincarnation. Let us remember Asafiev, who considers “‘cantus firmus” an occur- 
rence of drone more than of ostinato. As he says “cantus firmus” aims to “unite polyphonic tissue, 
tie and support it” (Asafiev, 1971: 74). 

The best example of constant opposed continuum is the Taiwanese “Pasibutbut” tradition. Is 
this variable sound drone? Indeed, it is! (audio ex. 1) 

Constant nature is the accidental peculiarity of drone, but continuity is a substantial character- 
istic. This is why it can be said that continuum is the essence, method and form of drone, while con- 
stant is only method and form. This is why in relation to continued (pedal drone) recitative drone 
should be considered as secondary both from chronological and phenomenological standpoints. 


Drone — Image of Chronotope 

As Orlov figuratively says, time is the soul of music, and the sound is the body of music 
(Orlov, 1972: 359). We would add: drone is the intersection of these two dimensions. We would 
consider it as the most minimal and thus adequate expression of chronotope. 

Indeed, these two afore-mentioned coordinates are minimized in drone according to two ten- 
dencies: 1) of rhythm, by directly leveling the time unit; 2) by leveling melodic movement as move- 
ment in general; under the conditions of these two factors we can at some point feel “the border with 
transcendent timelessness” (Orlov, 1992: 66) 

Modal gravitation is directly connected with the time factor. From this viewpoint drone po- 
lyphony can be considered as an antipode of modal polyphony- proceeding from modal aesthetics, 
which contradicts the perception of tonical sound asa simultaneous centre of gravitation. Such a 
centre creates a coordinate in musical tissue, one regulation of which is the reflection of transcen- 
dental by general aesthetics, association of timelessness. 

It can be said that for music such an essential time coordinate is more actual in drone — con- 
stant than in drone-continuum, as the former is counted in itself or by movement in parallel space, 
the latter has no such time unit. It can be said that constant is “immovable in mobile” (drone in 
polyphonic texture), and constant is “mobile in immovable” (perception of drone as a chain of 
separate sounds). 

In Orlov’s opinion musical sound is the clearest and most complete manifestation. In time 
it moves and even rests, “‘as aChinese vessel, constantly moving in its immobility” (Orlov, 1992: 
395). Here, certainly, under the “sound” the author means “drone” (audio ex. 2). 


Boundaries of Drone 

Proceeding from the above discussion continuity should be considered as an essential charac- 
teristic of drone, and constant nature as its own characteristic. But continuity and discontinuity exist 
only in formal space without context; and we ask the question: what are the semantics of continuum 
in music? As a binary opposite it is contradicted by movement, expressed by melody, proceeding 
from this continued intoning, without melodic movement, musical idea — in narrow understanding 
can be considered as drone. 

Lomax considers that drone does not get lost in a situation where the stretched tone is dis- 
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placed to another step (Lomax, 2009: 67). We would like to add: but it should not attract attention 
as a melodic motive. 

This is why, in a broader sense, drone is an accompaniment, but drone two-part singing can 
be understood as a sort of minimal image of real functional polyphony or that with a different func- 
tion. Drone itself is a minimal or laconic image of bass — one of the chief contours of musical tissue 
(Nazaikinsky, 1972: 119). 


Drone Syntax 

Since we consider continuity as the chief characteristic of drone, we also considered an indi- 
vidual stretched sound as drone. Proceeding from this, drone can be embodied 1) individually or 
collectively, 2) recitatively or continually, 3) instrumentally or vocally, 4) with contrast function 
(from other voice parts) or with a single function, 5) statically and dynamically. These pairs of five 
dimensions are regarded within one voice part, as binary opposites. In the same way, they can make 
different combinations: individual contrast drone — homey (audio ex. 3), instrumental solo drone — 
didgeridoo (audio ex. 4), collective single-part drone — Tibetan psalmody (audio ex. 5) total choral 
drone — Pasibutbut, contrast continual drone — Chakrulo (audio ex. 6), etc. 

Indeed, the embodiment of drone in more than one voice part is a very rare occurrence, par- 
ticularly in any of the afore-mentioned forms. A different presentation of the drone idea in one 
performance is not natural. 

This is why the disseminated notion “drone polyphony” denotes not essentially a drone vocal 
movement (such can only be the music playing imprinted with the priority of drone creativity, for 
instance “Pasibutbut’’), but polyphony with drone. Thus the term “drone polyphony” (similar to 
“drone” itself) does not proceed from real essence, nor is inadequate. So how did it happened to be 
inculcated? Evidently, for thrift reason, on the background of melodic diversity, drone is the only 
non-melodically active part and represents a relatively stable predicate. 


Drone — Background 

In Asafiev’s words “the strive to prolong the musical material is intrinsically connected to the 
strive to help us perceive the architectonics of the blurred tones in memory, in other words: melodic 
movement and pedal” (Asafiev, 1987: 88). Here the scholar particularly focuses on drone as the 
stable background of gestalt. 

Gollitzin states that the simplest way to focus attention on stimulus is to match a contrasting 
background to the object. This allows the attention to move to the background sometimes and return 
to the object again (Golitzin, 1980: 59). This mechanism can be completely applied to the relation 
between the bass drone, as a background, and the upper leading voice, as gestalt. 

Rarely, drone turn into gestalt — it can be distinguished by a powerful functional initiative, 
leaving the melodically active voices a secondary role. 

Another function of drone is attaching a harmonic component to a melodic voice — as to the 
modal support of the phrase. In general, modal support, with a tonical (tonal?) reference-point, 
creates a green-house effect for the improvisation of the upper voices. 


Drone Pragmatics 
Indeed, people with a drone culture determine the degree of the functional meaning of drone. 
For instance Greeks consider that the Byzantine chant with ison is a single-part tradition, but Geor- 
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gians consider “Metivuri” (East Georgian song with a pedal drone on the unchanged tone through- 
out the song) as a two-part song. 

In the subjective perception of drone’s actual time coordinate there arise evident associations, 
most fruitfully used in meditative religious cultures. Here it is necessary as the background for 
improvisation: harmonica for qawal, tanpura for the raga, recitation in Buddhist psalmody. The 
Byzantine isokratema itself, with its tonical charge, is knitted as a foreign body into the modal scale, 
but it survives in this dialectic environment. 

It is noteworthy that the above-mentioned religious spaces are mostly encountered in monadic 
cultures. In Georgian chant the drone is less important than in Georgian folk song. 

From the standpoint of religious music we would like to mention another dimension of drone 
— its introvert vector, in contrast to the extravert mobile voice, mostly directed downward. The 
Buddhist mantra “Aum”, or the Mongolian “Hoomei” are the examples (audio ex. 7). 

The Russian liturgical basso profundo can also be regarded as a parallel method. Such recita- 
tion is also based on drone. 

We can distinguish between the intentional and communication performance of drone. In the 
first case the drone performer focuses on the peculiarities of the drone, in the second case the direc- 
tion of the drone is determined by another gestalt voice. 


Drone — Motivation and Affect 

Musical figures are types of “emotional-acoustic codes” (Levi, 1992: 93) and among them the 
drone is distinguished in a distinct, economic structure, with a certain narrative context. Let us re- 
member the vargan (audio ex. 8) and didgeridoo, containing “speech-like” vibration. This language 
is used for speaking with spirits. When ascending from speech to music we usually “step” on a same 
pitch repetition, drone, which equals to the documentation of musical sound itself. Drone is more 
epic than lyrics. This is the chief emotion caused by drone. 

In general, according to the ethnomusicological practice, there are two qualities in the 
drone (stretched) sound: 1) dynamic, active (intensive, even annoying, charged with energy) — 
buzzing, prolonged — zurna, chianuri, bagpipe, fiddle drone, drone from Shop region in Bulgaria, 
etc 2) Static and passive (calming, meditational, passive background) — tambourine in raga, har- 
monica in qawwali, drone in the song ’Metivuri”’, etc. 

Why the drone produces anxiety in some cases, and relaxes in the others? Dynamic drone 
is mostly in the upper register, the static one in the low register. According to Sokhor, more effort 
is needed to produce high tones than low ones. They are regarded as expressing more emotional 
tension (Sokhor, 1986: 34). 

Habitual drone polyphony corresponds well “.....tranquil .... mechanism of music recognition 
and understanding” defined by Medushevsky (Medushevsky, 1976: 136) 

Drone background does not only denote statics, conflict-freedom, but also neutralizes its con- 
flict gestalt. Sound, constructed on simple intervals and based on a bass drone does not have agonal 
(competition) effect (Gabisonia, 2012). 

It is interesting that the absence of rhythm is perceived more negatively than rhythmic music 
by man, because the latter is based on the repetition of a more pleasant intonation (Levi, 1992: 95). 
Obviously, the solo stretched voice of “melody register” provokes opposite, destructive reaction. 

Sometimes a “calm” drone also creates the environment for the effect of dramatization — via 
the contrast with the partner voice, but a similar layer causes positive emotion both as artistic goal 
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and the mechanism of psychological projection. Vigotsky considers that the factor of catharsis 1s 
present in every piece, as “essential affective resistance”, which causes opposite sensations fol- 
lowed by their brief inclusion and annihilation” (Vigotsky: 1986: 267). 

It is known that the listener perceives music and interprets it (Kostiuk, 1986: 14). This is why 
music with a drone is often more understandable. It is easier to decode drone than melodic move- 
ment, particularly a less predictable one. Indeed, “the lesser is the listener’s thesaurus, the bigger is 
the role of sonorous, common-syncretic perception” (Duvirac, 1986: 106). And drone is a kind of 
buffer to our ear against strange and hardly-adaptable notes in the upper voices. 

We would also discuss other interpretations of drone, for instance the maintenance of unison 
at the end of a song, characteristic of the Slavs, can be explained as overcoming the inertia of 
movement on the one hand and striving for documenting infinity on the other hand, which is a sort 
of protest against the phrase ending (audio ex. 9). 

Frequently, the verbal text of the upper voice represents a certain latent copy in the bass drone. 
Considering this psycho-physiological reality, it can be implied in the co-prayer “With one heart 
and one mind” in ison chants sung on the Byzantine syllable. 

Is drone a compromise decision resulting from the individual’s inability to follow the melody 
in unison? Such motivation is supposed on the level of individual, not collective thinking. In the 
early epoch of musical evolution joining the melody or tuning drone might be determined by social 
function, not by ability. 


Drone in Georgian Tradition 

Accompaniment of a solo singer with a bass implies primarily the drone. However the latter is 
the small sub-sign of a larger capacity term “bass”, denoting accompaniment in general. 

It is noteworthy, that in three-part singing implied by Ioane Petritsi the term ”“bami” has a 
combining function (Pirtskhalava, 2002: 115), which makes us presume the existence of drone 
polyphony in the Georgian tradition of the time. 

It is interesting that in Georgian tradition drone has no distinguishing name; it is referred to as 
“bani” in Kakheti, the same term which represents a virtuoso low part of a Gurian trio. However the 
name of the Georgian instrument chianuri — which can also have the meaning of “squeak” (compare 
with Laz chilili) can be considered as the parallel to the afore-mentioned buzzing, also connected 
with recitation. 

The pedal drone in four-part work songs naduri has the particular name “shemkhmobari’’. Its 
location is not marked out by the range of the bass even in three-part naduri songs (let us remember 
the “diving” of the top parts under the drone in Imeretian naduri), indicating that background is not 
its primary function. Indeed it denotes a supportive, axis tone, but is more dynamic — with appealing 
character and not static as the bass in table songs (audio ex. 10). It is interesting that shemkhmobari 
stops when the phrase ends and the other three parts start moving towards a cadence. 

“Upper voice must be sung by soloists, the bass by a choir” — this can be considered as the 
chief rule of Georgian singing tradition, and only the bass of a western Georgian trio is allowed to 
violate this rule. By why do Georgian singers perform the melodically developed bass in unison? 
Apparently, this principle of ostinato and bass drone is inertia coming from old tradition. 

Finally it can be said that drone is one of the basic elements of musical structure of traditional 
music, which despite (or possibly because of) its primitiveness and homogeneity appears to be a 
poly-semantic and poly-layer concept. 
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Notes 


' http://www. britannica.com/art/drone-music 
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Audio examples 


e 


. Posibutbut. Bunun Men’s Choir. https://www.youtube.com/watch?v=X2cY elr3zCQ 


2. The Music of the Spheres. Tibetan Singing Bowls. https://www.youtube.com/watch?v=Bcka0wrnl ok 


3. Mongolian Homey. https://www.youtube.com/watch?v=A 1KzgJAvS8M 
4. Australian Didgeridoo. https://www.youtube.com/watch?v=V gwsGjRk61M 


5. Tibetan and Nepalese Nuns singing. https://www.youtube.com/watch?v=G4jA QrH PHF w 


6. Georgian song Chakrulo. https://www.youtube.com/watch?v=4s Wsuc223uk 
7. Tibetian AUM MANTRA. https://www.youtube.com/watch?v=eW0xS Vw2gXc 


8. Mansi & Khanty Tumran (Vargan). https://www.youtube.com/watch?v=PDgC420R900 


9. Ukrainian song Oi, davno, davno, (Oh, long ago). https://www.youtbe.com/ 
watch?v=wAfBO9vMwt4 


10. Georgian Naduri song Jikurai. https://www.youtube.com/watch?v=AeCyvRg0vb0 


Translated by Maia Kachkachishvili 
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6061 GOGNABNLN 
(SPLGGHILNS/LIISHOIGIL)) 


LOGHBNSAM LNILIMD, 
B8MANIIGNIGEN JIVGIMISN VS LIILMSMHNBN G93I 


A396 bdaMse 3R304JMmdm — Mo~EgQob MMIsSHGagymo LoygoMymo RoMame —o3h39~9- 
Syma Amgmgbss Lobmasemgdsmo WIAHgLmMdsdo, ago dybgdMnZ0 Es oagqmMboemyMo 
ssdosbyMoa gBQbmdgbas. Jgbodemmes, LoygoMye~mob qboMHa, doMame3, qoagqmboemamo 
aymb. dayybge@o30e@ odobs, my Mondg SybgdSMag0@ ob sModybydMag0e@ a39h3g96gd0, odob 
o Badbsgb, md gb bsdegamee@ obyp. 

dJJ@o6 godmd~nbsMy, g90E53by30H]J 0M Z3yMRamMayog0 do~mosbh EoMbINLZdqemo odo- 
do, Hed LaygoMymo wEs LoG\MgQmos~mm Lod~mgMgd0 3o(3mdMomdab obGmMasdo yoggmag3ob 
dybgdMagZ0 soagqMbomagdab Lobam oMbydmdee. od AmMbLAbGd0b RoMam|ddo gobgnbamrs3 
LoG®MgRo00~mm LadmgMgdob Jomemme Msd@gJ60d9 sb3g4Gb eo dom IodoMamgdsb MmdobSo- 
Byer LaygoMyembs wo Ladbyoemmdobmob. 

80M39M Moada, Joybg@og0e@ adobs, MHmd bobmasemgdgdab qIMogemgbdob goohboo 
LoGMgRas~mm LodmgM]d0, oMosb abgmgd0(3, MMIQMM(3 aLabo oMs of4gm. Mo~asbs(3 gb 
LodmgMgdo ~o303doMgdqQemos MAMmdsbGHogqe bLoygoMyembs wes LfgbmdMH0g mBmemgobmeb, 
ababo 0d 39GJgamMogdm06 yogdoMdo qbeo ofbsb dgbbsgmamo. mommgqmoa bodbmasemg- 
dob LoSMgR0s~mm bLadeagms sbobsgb dob 3m6(399(300L, Ire~mmenbgdb, aMdbmdgdbs ws 
badbyomyM, MmdshGHogqm wos M_Z8IMMEy{I(30q~M BMHoJBogob. odoS-do(3, 6~@gqdo gombse: 
Badbogb my oMs BmangMa bobmasemgdsdo LoG\MgyRos~m LadegmMmgdob qdmbermde odob, 
Amd doo oH 073086 MmdsbHa3vyero LoaygoMyen0? 

09 30Mb6g0%9 sobybob ao(39d0 dgagadmos wogabyma od Lobmac~@mgdgddy ~5330M- 
3900, MMI{M]S03_ MOZb BMIQMMBQmoe aMdbmdg6 Laygomymdg Lodegmob aomgdqi3. 
MsI@ Jbo~ws(3 YMdsbyemo ws B_MAQGMYEmn Lobmasem|dgdob qwAIGgLMdobs Co Cow (393- 
agmn'b8(309db_ Lo®&MHgRoo~m bLadmgMgd0 ofgm, 99 wogaby9 0d bLodbmas~mgdgdob dogds, 
AmMAmM|dmsbs3 gh dmgmybs oM agb~egds. sdob asMe@o, fogeGoemg] ICTM-ob momgayemo 
BggMab gergI®Mmbsyemo aodmgombgo. 3030mbg, 30bdgd my a(3meEo abgmn Lobmase@mgds, 
AMAgG@bs3 obgmo LodmgMyd0 0M odgb. 

© (3968 MoemgMin syMngoab 38ngdg9d0. (36mMdamos, Mmd 809dg9db oH o4gm 06 ~ydbod- 
3690MM MoMeEgbmdam oJgam LoG\Mgyos~m bLoadegmMgd0. b8agg6 dsmMonbdo sdob L38g309~@%7- 
Ms@ aowb3e bobo Agbagab, GmamM?3 LdgbmdMaga as@osMAgg30b MgmMaab qoMboymaRoce 
(Brown, 2000). 80309900b (393932 Eo LodegMs gmengdGoyMo Jdgwgdso Co Ed393d0MJd%- 
Mad Joo YMBgIMoOMaYM asdm3e@omgdsbob, MHmamMa/300 bs~@aMmds, Msgmob dgah%mg9- 
35 Ed Sga0do HoMdsGJdqemo bwoaMmdob dgdega (Turnbull and Chapman, 1958). boem 
LodmgMgJd073 30, Jogsmamse, ImMby(30 3o(30b MbMmds, obgym gmarg4GoyM aMdbmdgdmo- 
Boo WogogdoMgdqyema ws oMHo ImdmgMemab obeongo@qWomyM godm3~@amgdsbasb 6 Hm- 
JobGogqem g06(3e@gdmo6. 

mog0bo I7ZbMdgma Lage@ab do6Hqb boembms6 qhongmamedobsb 380390 dgdahmg9- 
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demgd0_ agaby{d96 Mognsbmo Hygg9d0b dbadgbg~mmdob Eo dabomdIm{dIge@o dg obmdm~mgda0b 
Bgb-Aggvyjomgd90%9 aowoensb. bygamme ondmMabGymo (3933° Jocmobs wo Jodo3zo(3ob bo- 
LaygoMaymm 39dmb63939d0m snadggdab gMmageMa AnbozomaMoa AqmBodgene (Turnbull 
and Chapman, 1958: 7). wobofJmMbabgdgemn dsdo30(39d0b 9 8do AMIM|Mengdo LowydsMm- 
396 adoby, GMI dggMsE 3WRMM Lobasdm3gb6ms Jomob ~wg36o, 30EM] GbMBgm@gdobs. Mo- 
LoggoMggmos, gogmgbs aoMeEoygzoemns. sdMoge@, 303d99ddao LoygoMy~momeb wojogdomg- 
demo LadergMgdab sMbydmdo doma Agbmdgemo dabomdIm{Ige@d Logmgmgdob asgemgbab 
9902989. 

© 898479 obse=mn agnbgs. Erb dbgmos o8mgm abgmo Lobmas~mgeds, MmIgen(3 J9- 
Bmdgemo LoBmasemgegdab 6 ammdomyMo Bq_mMBQMmyma Ggb@go3ogdob gogmybob of 
gZoba3e@ab. WoMbINbzdqQemo 39M, HgdobdagM 3qmBqyModo dmadgd6gd0 Momm-mAme@s bo- 
HMQRos~m~M Lod~mgMo. badbogb gb adob, md of obgmo Ladegms 100 Bemoab bobs(3 odegm9- 
SMES? 8989 obo~ma aganbgoeb dgdLbogemgemo0 obbGoGy8ob qoRMmmbIe, gnomdgnboj3mmmads 
m6 bsambds 8oMse@ boydoMda dJambMs, Grd 893840 agabgodo XaygBgdob qwAg7agbrdob 
LoG®MgRos~m LodegMydo 0H gb. gh RGM bmMIdss, 30EM] Dobasb go~obMo. od do- 
BooMbab Ladmgmgdo agbe@gdo domme msbsd9@MHMgZ9 8m8-34yMSqModo, Ma(3 sdZoMoe@ 
Cdbs3mMHa gozemgbam BoMIm{dbom~m ByMH_QHyem gQygbsb GsMdmswag6b (Don Niles, 
ICTM-ob gem 4GMmbyem0 asdmjzombgpe). 

© 3demodoMab qeosdbmb 649dd969n. LoS MgR00~m LodegMgdo d4ydI_6gdbL0(3 9H ofg~. 
dogomomse, dqdIQbMs QmemgemMab 1911 Bmoab 3Mgdqendo oH3 gMan Gy JbHo oM oMab 
boboygoMye~mm mgdobg (Bleek and Lloyd, 1911). gemn'd0098 Iomdo~ob boabdo The Harm- 
less People (n6 yobomo bsembo) dbmeme ghao LodmgMes, MMIgmda(3 JdoMo y39d9, my 
AMAMMH 0H Ama®obs dJobds meade (39(36emob Eobobmgd0 dado, Mab gode3 ago ba3o3g0n 
aooyobs (Marshall, 1989: 135). LodmgMgdab qdg@gbrdo gdmgb6gdo 36bmggmgdab, ddgbL, (30b, 
SEdTOHEMS Ed (36MBgIEMM, S@ddosbobs Eo Sqbgdab QHaogmamdgdb. 

© 9dd-b abengegdn. gnbmdqbogmenmads yxmMxX mabGIo ~EobygMs odd-b ob~ogm- 
md dgbob9d: ,obwagmms IMo3g0~mo YayeRa odd-b wobogmgmdo 0M Doohbggb bLoygoMaymb 
LodmgMaboagab dgboggmab mgdoew. dom ofgm d36-abeagmmes LodmgMgdab goMam Mg8- 
JMAQoMo, MMAIgemda(3 Eob(3obas6 M|MMo se@osdosbob 9 Agggob. [. - .] dg Iyog~@e 3mdso 
26Q3MMd58MMJd0, J9d539(39d0, HMdM]d0(3 Ly~@ ~5d(306MEbA6 M|MMa s~odosbab Lym~mg- 
MAM LoHMgRo09~mm bodmgMgdab aodm. Agda Ibgomgdmgydob aobohydgdmoew, gmabgm 
B34nbsMa, Md BmdgQd0 jo Lym~ bg3nd0bg JegMoob, 9.0. dommob sdjoMee@ boe~mgdob bo- 
3OMJOMdo9. JgmMMH] DbMnZ, M|MM|d0 yragemo3ab boygeMymdy Jegmosb; g8ymds dom 
bogdomaba baygemamo of ogo“ (List, 1983: 179-80). 

JoMaosmos, gb bobgZMo@ bAIMMdoMss bsmg0d0, doaMsd sdmbsMagn donb3 Josb- 
0d6g9db od9%9, md s~@odosba, Jgbodemms, doMamns(3 adobg Jegmob, Ms(3 dob ogemno, 06, 
93MM LEmMMoe@, (3 dabmgob dbgmoe@ dmbsoimggdgmos. mMdbMaZ0 QMongMamdgdab 
36H JLGdo MmdIshGHogqmo bLoygoMymo ws dobo aeEgemo%bs309, Dgbodemme, 30(3MdMo0- 
Mdab sghdo~maymna, 4d30(3M9O yMbGMmmoMydoe@0 Lgbmdmag0 qMongMamdgdab docgao 
oymb. 

sMbgdmdb abgao Lobmase@mgdgo0, MmMdmM|d0(3 CoobG M{bgdqembo oMosbh MmdobSo- 
Byemo LaygeMymoam, 994d oH gohboom LoG®Mga0e~mm bodmgMgd0. Jom Iaggmg6gd096 
SBLHMomagma sdmMoajbgd0, 0b939, MMamM3 abweageome ob %a47793g950, MMI ]d0(3 Lod- 
Im 8mMeosbeEMoab 8MoJGo30b Jobe 7396. 


150 Bab (30(30dg0~m0 


Md 343m Logham 3d Lobmasemgdgdb, aoMes bobaygoMae~m LadmgMgdnb ydmbermdn- 
bs? 

80M39M Magda, 5H NES oymb wdSMoemm ~sdMbZq39, Mmd bodBmas~@m|dgdo, Mmd- 
mg9ddai3._ 0 oMab LoboygoMyemm CaMage, BabsMabsdobsmdIMA{djeOM, FabsMgnbweqAb&Mo- 
aqomo Lobmase@mgdgons, MMAGMMs(3 Jgdmbsbym~ma o4gm abgao bodbgd0, Ms(3 (3930CM0- 
G9(30JdL sMoM 943m. 

ImeEam, 9d AmbobMgdsb 64 Ing(39d-mM oMosbbMM O68 _M8M_Ho(309b wo by fogm- 
3emam Ierdggmgdyem dg~oMgdom-g3gmema3ambabLGyMoe@. se@odosbhns ImeEads doMyqjmoco 
dg03g0EMs Mb5dg9e@MM3Z9 o~@odosbob, Homo sapiens-ob gohgbob dgd@amd ws Ler3os~yMo 
mMasbods3aab, ggMOmdogob, aoMgdIMbo wos, Mabo330M3gm@moo, ByAMBYQMymoa sMoJGogobs 
© ImMo~mab Bgbgdob dhogemds ob394&do sbobs gb (33cmamgdg60. dmbsbmgmdab %H- 
09 dg94(39390 bobosma done~m. RgM yo~gg cberam BoMby~mdo dmbownmg/dg9da%M39- 
S90 LoBrase@mg|dgdo (36MZgMHMdEbg6 soGBoMo YavyRgqdoe (20-30 sc@odoobo). A396 39% 
33946900 adob dmemmenba, md dgdammgqdemgob/dmbs~@oMy9db ws, BmaswoeE, s~@odo- 
0696b, bob60d abobo Lodmbsg@amym GaJomemmangdb aosbogamsMJdeE6g6 ws oyBMogob da~mds 
393M(39MCOJdM@b96, g4ogdme@om obgmngg aMdbmdgdn, BboJremmans, ImMoem@mab bgbyd0 
Go YMongMamdgdab Lobo, AmMamMa3 Emgb A396 agodg3b. 

asgabygeomna Lgbmdmnga mMasbo dans. MmMIobGHog3qmo bLoygoMqmobs ws bydby- 
ommedab dgbbsgmabob Ibad3g6gemmgobo, JogmMsd dondhbg3qmo0 BofGmMos bLadbob ymb- 
HAMM 3o(33MdMamdab (30g0mobs309d0. MmMamm3 Sex at Dawn Show-b 938 M960 mobo- 
dgmMM39 (36mM3gMQd0b bmMMHdgdOq, SomeEmmaayM debs 3g9dgdbo wos goby~mo boygnbggd0b 
J3MM38g9m0 Ima boyMgdab (36mdg9d%9g WCosyMEbmdom 33043969596, Emgl Ladbo ao(amgdon 
93M AZKOYOWEMaS, 30EM) 8M%g-abLAmMoyj~ BoMbyemdo (Ryan and Jetha, 2010). gb Gagbo 
d(30MIJIMSEO WOES Bongambmb adob, 3063 s@odosbab LaJbyoemmdobs ~s ImMomab ob- 
om 89ML394Go39d0b dgbbogmamoes CwoobGyMgbygdqmo. ogHMMgd0b sbHam, seMgvyemo 
90094096940 WOES yroRomay3b6g6 oMs-ImbmasdyMmydo, Ladbqo~mayMa 89HG6omMMmMdo Mobo- 
BasMmdob JgdyoMgdme@s ws Dbadgbgemmds 0M B4mbeo dodob gabsmdob. se@Mg, 8Mg-bsdo- 
Bonde dgem bodmaseomgdgdo 898M KayRjdoe (363MMdEO696 ws Jomo MmsbobosMHmde 
3M NOS aog0Qama aby, MHmamM?3 gh 8m3gdm0b a36~@gQd0. 8oMaJom, sdagoMo Lgbmdmaga 
Cd JFZMOMdagQMo Ambymdo 4RxMM IMHogdoGymo oym 0d sMsdgamdMym goMgdmdo, Hm- 
Agemdag_ M980 OES aswosgMAabsm. sbMMM8mME~maosdo sdob ,bobSo3 gacco®omoddb" 
6m@gd96. Boabob ogGmMyda0b MobobdIow, mobsdgeEMMg9 LJgbmdMago Lab&gdo, HmIge@- 
dog oJ(396Ho gow@s8sbom~moe JmMbobgd0b9, DodmdmMamdab wowagbodg, Imbmasdosbs o6 
8meMoanbosdg, BoMdmadgs dabomdm{dIge@goob aosfhigbobasb gMmoe, wosbemmgdam 12 000 
Bemob bob. 

ab bs dmgs0mgd960, Lo~@o(3 obeam BoMbyjemda x_MH 30~g3 oMbydmdes BMs8 Mbyemo 
aq Loddm 8mmnsbeMos Co 9-6 ,Ray@ByMa Jrombabgdo" (ogbQ@Momoage 5dmMn3,969do) 
J 30(3MSO AoIGMOGaggL Ed c6MMAMIMEMaoNMa (E9d98Jd0@96 sdma~gb. Myd(30 LOmM]ceo 
abobo sMasb bemgemo A®yo3goqengds adobs, Mmd s@edosbob bdgbmdmMago (36m3M%9- 
do Qz0e@yMgboe@ Jga3g0ms bLmogmoab 39qMbg960d9 aowobgemab dgd~@ Ja, 06, Jgboderme, 
93MM 9MI(3, BsCEOaMMdab asbgamsMgdobmsb gMmoe. 

sMmdsbBagayemn g6gdgdnb~ ydmbermds 3093 gMan LogMom msgabgdyMgeso 0d bs dm- 
Bo°EMg{dgdabs, Mmdgemons(3 9H 34ga LsGMgynsem LadmgMgen. 
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dgodemgdo doMams3 sMbgdmdeagb Lodmasemg|ds, bow@s(3 MMISHGBogaymo 36gd0 oM 
oMbgdmob? 

© boboygomamm/MmdsbGogyemo g6gdabo@do dadmgbam 33m939d0 mma dofiam- 
SEN LS YHOn_Mabsbabssmd~yjam HgMMas asdm0339Mo: 1) AMdsbHa3yem0 LaygoMyemo 
sEsdosbyMo baggMbomose; 2) AMdsbHagzyomo bLoygoMymo sbobosomgdb IMogo~mdMosb, 
Bengo0@MomoabSqM bobmaoc@mgdgob; 

© §=gadgMds Ed O863mMgZ09399 asdmMag3{m@agb, Mmd 166 dobbogmoamo jgqm&qMa~@ob 
146-do a3b6e@gdo MmIshGagyemo bLaygoMyem0. 09 B3gmg30b aodmAggybgd0b doade@ga, 5 
CddSG JdoM0 obyoSHyMo 3ymByMo Jgg0@o 0d Mo(36gdo (ymooagmo bL8om@gb6dab gbgodmby- 
do) — aby ®gJdo, do306G], goboems, SyMmbO ws Hoas. bamabsemo 3emoboga(3aMgdabob, dam 
LoVdgkHdg@o (96 30H%3Z93IL)_ B2>HISMMHOO, CsEgdomsE_ oE_bHoyogomgdgqer 
(sb boygomamab d4enb9) 32GJAMH08do goeEImobs33mgb (Jankowiak and Fischer, 1992); 

© doaMed Mo dJgadengds 3mJgom 09 bodmasmgd9d]q, MMIM|dba(3 9H aosshbos Mm- 
JobGHogayemo boygoMyemn? dobsdmmo, Jom oH 943m MMdshGHogaymo 36960. ob EoMbqbSJ- 
dgmo LobmaseEmgdgso, Mmdm|d0(3_ MobEsMosbmdom B8MboGBoyMse oegbGogy0(30%9- 
Syemgdob BoGgamMoob JgongMmeby6, godrbo8o396 ob&mmMoym GBy6eg6(300b, Mo~aeb 
AMAsbHagzyero LoygoMymob oH A4ebg bodmasemgdgdo 43MM seEMgyemgd0 oMosb Es 
ababo mobeosmsb bes dg79MMEb96 od YMdobodgdqye~m 06 Q_gMdAQGMyE~m bLobmasc~om|dgdab, 
AMAQGMOS(’3 oJ3H MMIshGagaymo boygoMyemo; 


© MMdgMG gbeEgmdosbds asdmag3gmoo 12 Bym@yMo, bows(3 MmdobHa3vyem0 boy- 
30M qm 9H sHob Co~agbomoa. MmamMH3 gbwegmdobo smbodbsgb (Endleman, 1989), oven 


GyAMsd seodosbab (36mM3gM dob yggqmo ob394Hbg Imobeobs gogmgbs wo bLgbmdmaga 
439393 90% beso aymb aodmbogmabo; 

© fhoMMd mabeEsMMdo 948 3039db, HMI MmdsbGog3qmo bLoygeoMymob wodsw@ gd0- 
Lagab Logomms a9M3394qmo La3osmayMa Lo®yo(300, AmMAG@bs3 sbobosmgdb bdoMa dm- 
dsamNMmeds, Lor3os~myHo Jbgmoab Labyb&J, obSodgqmoa Lo®yoi3ogdob adgnsmmds. sbgn 
499mb639390do, abeagn~@yjom|do QOEDS .d99(30EM6 a994(3696 BoM 33g4qer0 Hodsob bm3o0~m- 
4H Babsomdegamdgdbs ws LAMAIH®qM {mM wodsdqmmdgdb Lbgo s~@odosbob 8&Ms6b(396- 
JO Qemo bLoygoMyAmoab d9d39md0m" (Lindholm, 1995: 258); 

309(390 Jgademgdo 94H30/3Mb, md LoygoMymo gIm3099. d4g~@o06 aodmdgnboMg, bLo- 
y30Maymo seodosbdo bgoMimeEmMan_Mse Rowgdyjema mgabgdo Woes aymb ws oMe bo(309e@~- 
MH 80MMdgdM5b6 SsEsdGso(309. LaygoMymo oMos ByMBqMo, ab Agg6o sqbgdso. doMamacs, 
JIm308 BAMZqMO oJHagmdoo. Joyybg~@o30e@ sdabo, gb oM badbo3gb, Mmd gb ofGagmdo of 
Dgodemgds aymb godmb3gymo ymbygMgGymo sMo4Gogom, ImmaGozom 06 ber3osmyMo 
89MMdg9d0M. JIM 300b 8MmnGogob 3307g390do, MMdgemalg_ BoGJMo06 emayzgabo Co moms 
sdy-MNaMeaL MgwsJHMMmdon aosdmai3o, bogombob dgbbogmab omgcmob bgMGomoe 
dohEgq{@mos Layose@mMa dmbymdob ImmoGho30 Eo oMs abEaga@ab BbLaJmemmane (Lutz 
es Abu-Lughod, 1990). 98m 3oob QgmMdaMgdabs es BbadmemmanyMo IeamdsMymdob bm- 
gagman dsbabo dgodmgds agbg8o3yMa oymb, dogomomabomgob — wosdmgow@geyengds, 
4943930; 99aM09 03 MY Yy3gemo L3g(30gQa34M0 QBbLajmmmaanMo deamdoMgmds, abgmo, 
AMAaMMa(308 dgyZ0MJdo, YyJoZdIoME Jd 09a30M a9g6g8034 Imeoqengdb; 

© sdegbse, donbgmogo@ odobs, md, dobsdmms, MmdshGogqmo bLoygomymo 
Lodmasemgdsoo QIGeagbmdabagab Mammdoo, 7b IG jya3goqmgds bogdoMabo oMss, Momo 
Cod3o0b336om, md ab, ~Wsobemmg|dom, 3o(3mMdMomdab Esbsdodo~@sb sMbydmdb ~o Mmd ob 
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o@sdosbdo dammmaonMoe@ fow~gdymo ImMeEgmos. BmangMon g7¢30, Mod~gbse@ sMob Hm- 
JobGHogaqemoa LoygoMama wbaggMbomos, LyMambymsw@ss gobom3omobboby9dgen0; 

© goMes sdabos, Lo&MgRos~mm LodmgMgdab qJmbearmds Bmangha bLobmas~@mgdsdo 
JomemMe sosbSaMQdb MmMIshGHogymo boygoMymoab omMonbaggMboemyM dybgdob. 


LoGMgnsem badegMs es bfgbmdmngn bsdigageo 

36M 309079d96 MQ oMs ab Lodmase@m|dgdo, bLo~@s(3 LoG®&MgRoo~m bLodmgmMgd0 oM- 
bgdmdb, dg& 3mb68Mmmb L4gbmdmng (36mgMQd0d9, 30eEM] aboba, MMIAg7mM/3 oH 343m 
obgmo? Mmamm3 Bobb, gb obgo. gobbogqmMygdom mgombofabms ab go4Go, Mmd 393 
ZIMGBYQMsdo LoG®\MRo0emm  yobMab bLodmgMgd0 daymamgeg6 bLdgbmdmag Bodqgdbo wes 
93d5M3980]9. LoboygoMq~mm MoMageda FAMBoyemmeds wes aMdbmdome boddsyM] 09039 
Lodmasemgdob 439(3 LdgbhmdMag ImMMoqmarsb Jd9yM 3mbSMobGdo odymgydo. 

Mab badbo 43MM MogabyRocmo ad Lodmgsemgdgddo, Low~s(3 0% B3b~@gJdomM 9d yobMb, 
aq aos, Lo@si3 36egd0m? Joybge@s30@ adobs, MHmd IG30(3gdyergd0b dedagds Maxym@os, 
oMbgdmdb Msdegbadg ob~eogo8mMo, Maz od9bq7 Joqnamgdb. Joags~mamabsmgoab, Jmom- 
Babgd0b, MmamHz MYRAZa~myMa BmMbAMoJGob omeMbydmdo oGyMob GHyob dgdahngg- 
depdabs Ed jomodoMab qesdbmb dqdI_7bgdabomgob wWodobobosmgdgema Mgabgdoo. Hm- 
3M(3 Imagbbyb6gdom, od Lobmasc~@mgdgddo 9M gb~e@gdam LoboygeMy~mm Lodegmoab yoomb. 
Sqddgob doxydemos bymyxgm ofrMbobmb wo aodmMegh wo aobJmMbabgdobob of oMby- 
dMdb Jbgdo0, MmMIqab goymgo(3 Jgadmgds. gb jo bommoe doobodby9db odoby, Med dxyd- 
Agogdabomgab JmMbabgdo 3YRMM agosba BymByMyemo degmgbos, 30eEM] obb8o8q(300. 

Ladbob mogabygmgdab bbgo doagsmomo dgodmgds aymb dogd3gdabo wo wy@-do- 
dodgo~mgdab LdgbmdmMago msdodgdo. dogomomabomgab, badbo j6a do3d3qd0b mododob 
Bsbomos. 439630 39303960 LdgbmdMago@ yommod@gdns6 domosb seMmaqm obo3do, M93 
badbyommdobseda qa3Mmbgdo0b dgw@oeMgd0m Mas Es dDobsmgdo Esdmygo~egdymgdomes 
agobsnmmdagoyemo* (Shostak, 1976: 263-267); y@Mm 99803, Eg@-Iodndga~mgdb BMeob- 
MHxyommdsde@q 8fmbe@om LigbmdMHag-obSHadqmo qMongMamdgda do6939dm06 sbe@mmb, Mo(3 
ab3gb Gab 9999689509 Joagomamgab. 

Ddobmbob BmangMa abeagmy|ddo ob3gbGo wsdggdqQmoao. HyMbdyemo ombgMb od 
RJHL. doybgw@og0e@ odobs, Mmd 80399960 o63g9bHb bodoM(36306— J(3g30c@ daohbg396, 
bogdome dbydq ow qyqmgd@b96 wo OmMdo~myM drmgmgboe Joshb~om ob, Mobs(3_ ,69- 
dabdagMn sbomasdbMes o3gmgob"; obi3gbGob oo mamdob ygqmoed qomym (Turnbull, 
1968: 112-113). 


sb 33690 

323d0Mn IMsgo~mbdnsbmdsbasb. Lobmase@mgdgd0, Lowsy3 LoSMgos~m bodegmgdo 
 SMHab, sdz0Ms@ Bren] JGoqM IgbogomyM BqmBqQMmgob g3qmgbob. gb, dgbodeomes, of 
Badbsge@gb donb’3 ws donb’3 dMogombdosb gamByMob, doaMed Jom HMo@ai3oqjema dy bo- 
(30M d0b 3mMMI9d0 daMamsEse ymmg|GBoqMa 043m Co ob~engn0@Wyom~myM Ij ba(30M]Jdob 
Bo3mgdo yyMoe@mgds 943930. Jgbodemgdgmos my Mo, Lo&MgR0s~mm bLodmgmMs ws MHm- 
JobGHogqemoa LoygoMyemo LdgbmdMago sgdom3gdob dgwegaa oymb, MmdAgmbs(3 s~@odosbyd0 
6gb9596 LogymsM Mogb ggmemmaoyM (33cmomM|dg9dm06, ymoRnM, Lm3as~myMH ~s 8me~n0- 
BAZWVMH aoMgdmgdgda0b6 s~@odGo(3aabomgab? dgbodamme, A396 boygemymbs wo bigbm- 
dM3 36969009 (Smdgea(3 bdomse@ LoygoMymoabs wo Z0mea@gdyemgdgdob ImMoe~mMo~ 
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93MM Jabs~egdo 3mb639R(300MSs Agbamdyemo) odOGBMd ZdEQMam, GmMd ab bLoMyb3goe@ab 
ByoMms AbmQmamb qdgGgb Lobmasemgdgddo; eo, dodobs~@edg, ab bes ymbGOrme@9- 
dmegb? 

bod of 3(3@a~MMdm Aggbo LgbmdmMng0 dwybgdob ComMaybgom ao3qdaK%brm bo3%7- 
aH 3bmggqmyM obLGobJHbL, odabomgob, Gmd 09 CommManbyemo abbGabA8 dob By Sq- 
Aye aodmbsGygob boMabba ogodommma? 

Dobmsb wogogdaMgdom, byaJbab boo0399d0b 938MM]db Imsys3m (30G9Ho (36™md0- 
CMO RAMIBA~SH 54MO7ZIMO OIOMHRsema, MAGMA’ JMMAZ0MsE agobbybgdb, oy Mmamm 
gdoxybgdo se@odosba 3bm3g9myM bLodyoMmb, Moms bobo aoqb3geb wo dgngmdbmb bogy- 
MsHa s@odosbmds. JgmMab 393d9M6bo0, Job MmyAb Lmagmab Mmedo, oddmdb odob, Mab 
09 330EM dSb93._ Bo(yMSMamdob MgmogayMa abbGoGHyy3agdobs Es Cowen (3030~@m0b9(309- 
dab AIH gLMd9 [EAMMdES Lowygqbgms aobdog~@mmdsda: ,dq6gd0, dab&gqM mmbsm, oMab 
ab, Mobe(3 A396 Jobdo 3~@gdm adabsmgab, Mmd dobby sgdommeagm” (Ryan and Jetha, 2010: 
Xi). Lobsdezamgda djddg69d0, Mmdmg|d0(3, 94939, grobbIgd006 ab3gLAob GHodyb, doxybg- 
©o39E 00 LAgbmdMng0 sMs4Gogobs, MmMIgma’Z D9IMM o~mgbgMy, obygbGob GBodqomg- 
dob bbbos6, AmamM3 {bobL, MmMdAQGMA’Z AodImMbsGogZb seodosbob dabLbMogy dob, sdommegh 
Logan d69d0%5. 

, db Jomeame dommg|do 939mgd96 — s~@odosbgd0 oMo"; gb Logogg ofbgdmeo"; gb 
abgagg bododo abgames, MHmMamM(3 ~mdmsb dosbemmgdo". 393Mdo qoMa JambMo, gemo- 
89Md30H Agdmob odag0M (347 Mo~M(399d09" (Marshall, 1989: 338). 

Agbodemme, LoGMQos~mm LadeagMs s@odosbyM Lobmas~emgdsda bLgbmdmMago qx3e@9- 
dgdaL MobeEsmosbmdamn EsgoMagob ymd3gbbLaM|d90? 9b939, dJgbod~mms, ob ob&Moab 
gobdogmmdsdo Ldgbmdmago ImMogob IboMe LobsbGoggb qygo3doMegomeagh. Laygomyemo 
Cd LoGMgQmos~mmM Lod~rgMs godmbsGogb mMHo ob~eog0e@yomob gdm3osb gMadobgmaboew- 
do, dgbodsdaboe, bLo®MgRo0s~mm bodmgMabs ws bobaygoMyAmm aw~go~mgdob dom) ob~@o- 
Z0EWSMABJOYED, oMo-BmMemg|JGoqM dqybgdob. ofgwob aodmdenbsmy, boygoMymobs ws 
Ldgbmdmoga 3bmgMgdob gmbGMmemoa ob939 3yo3gdoMe@gd0 obwengo@yomobdab BMHeob, 
Amdgema3 Msgob MogZdo Amaygogb dsoMingymo mxsbob LAM AJ®qMobs Eo bLogfoMmgdab, 
d934d69m LogymomMo mysbo, gobbb3ge39dqem0 Ag960 Idmd~mayma myYsbobs ws s9GoMo 
Lodmasemgdobao6. 

dgmMg dbMng, bobGogo gaoma8sMobdo, Lo3oo~aHa gMamds, BMbAMO LAMY H4- 
HS ES YRBMM AgHa LfgbmdMago mogab4ygyemgds abgm Lobmase@mgdgddo, HmamM309 3808- 
49990, d4dIg76gd0 56 AMEa~MM|D sdgMagZIE™M|d0 Ed 85d~jo Sbo~o agZobgs, y>MMgmoM]odb 
dom 3meg Gogh L8&MyAJ&qmoboo. 
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NINO TSITSISHVILI 
(AUSTRALIA/GEORGIA) 


LOVE SONG, COLLECTIVE CULTURES AND SEXUAL TABOOS 


We often think that since romantic love is so widespread in most societies, love is a natural 
and universal human phenomenon. Well, the capacity for feeling love might be universal. However, 
the fact that something feels natural or unnatural does not mean it actually is. 

Therefore, I decided not to become too convinced that love and love songs always existed as 
natural universals in human history, and to start exploring the geography and nature of love songs. 
Within this paper I only discuss certain aspects of love songs and their relation to romantic love 
and sexuality. 

Firstly, while many societies do have love songs, there are societies which do not have them. 
Clearly the love song is related to romantic love as well as sexual lust and desire and it must be 
examined in relation to these attributes. Love songs of each society will reflect the society’s con- 
cepts, expectations, sensibilities and experiences of sexual, romantic and reproductive practices. 
Therefore, the question arises: does the absence of love songs in certain societies mean that these 
societies do not have romantic love? 

We can start answering this question by observing several examples of societies which seem 
to be comfortable without singing about love. Since most urban and farming societies and large civ- 
ilizations have love songs, I mostly looked for non-love song societies outside this range. Besides, 
I emailed the ICTM listserve, and every member received my inquiry. I asked if anybody knew of 
a society in which people do not have love songs. 

¢ Pygmies of Central Africa. The pygmies of Central Africa are known for the absence 
or insignificance of love songs. Steven Brown specifically points this out to refute the theory of 
music as sexual selection (Brown, 2000). Among the pygmies, singing and dancing has been a 
collective experience, and critical to their everyday experiences such as hunting, honey gathering, 
and rejoicing after a good hunt (Turnbull and Chapman, 1958). Even solo songs such as an old 
man’s story telling concerned collective experiences of hunting rather than the singer’s individual 
experience of romantic passion. In their encounters and interaction with the neighbouring village 
Bantu people, Mbuti foragers forget about their forest values and adopt the cultivator neighbours’ 
customs. Pair dancing with humorous expressions of advances towards each other is one such form 
of music multimedia among the pygmies (Turnbull and Chapman, 1958: 7). In a bachelor duet two 
men talk about the joys of chasing women instead of animals. Influences of course are inevitable. 
So pygmies’ love-related songs are influenced by their farmer-villager neighbours; 

e Papua New Guinea. Nowadays, it is hard to find any society which is not influenced by 
neighbouring societies or global cultural trends. I am sure one can find a love song or two in any 
culture. However, does this mean that the love song was present here 100 years ago? For exam- 
ple, Don Niles, a senior Ethnomusicologist at the Institute of Papua New Guinea Studies, said in 
a personal communication that most groups in Papua New Guinea do not have love songs. This 
is more of a norm than not. Love songs only exist in modern popular music which is obviously a 


ES 


Western-influenced stratum of this culture (Don Niles, personal communication via ICTM list- 
serve; August 2014); 

¢ Bushmen of the Kalahari Desert. Love songs are not documented among the Bushmen. 
For example, in the source of Bushmen folklore, which comes from 1911 (Bleek and 
Lloyd, 1911), not a single song is about love. The only song that might be slightly associ- 
ated with love is cited by Elizabeth Marshall Thomas in her book The Harmless People. 
The song was composed by a man called Ukwane about his wife, but feeling of the song 
was far from romantic. He composed it “one chilly night because he had asked Kutera 
[his wife] to gather firewood during the afternoon, but she had refused. That night Uk- 
wane had been cold because there was no fire” (Marshall, 1989: 135). Most of the songs 
deal with subjects other than romantic love: the sun, sky, animals, relationships between 
animals and humans, nature and humans; 

e Indians of the United States. Ethnomusicologist George List wrote about many Indian 
groups in the western part of the United States: “Many Indian groups in the western part 
of the United States do not find love a fit topic for song. They have a large repertory of 
pan-Indian songs which satirize this laughable trait of the white man. [...] I had several 
Hopi informants, males, who kept ribbing me concerning the silly love songs of the white 
man. Finally, to silence my tormentors, I pointed out that the Hopis are always singing 
about rain; obviously, they have insufficient rain. The white man, on the other hand, is 
always singing about love; obviously, he has insufficient love” (List, 1983: 179-80). 

While said in a half-humorous way, this excerpt also points to the possibility that indeed, we 

humans might sing about things we have in insufficient amounts, or, more specifically, what does 
not come easily to us. Romantic love and its idealization within the context of dyadic relationships 
might be the result of the non-permissive, highly controlled sexuality of human civilization. 

There are other societies which can be interesting in terms of romantic love and the absence of 

love songs, including Australian Aborigines as well as some groups in India that practice fraternal 
polyandry. 


What are the Features Other than the Lack of 

Love Songs that these Societies Have in Common? 

First of all, it is not mere coincidence that societies without love songs are pre-farming, pre-in- 
dustrial societies, most of which clearly have preserved many of those features that larger civiliza- 
tions have not. 

Let’s not misinterpret this proposition as an outdated comparative-evolutionist one. The hu- 
man race has changed tremendously since the emergence of the modern human, Homo sapiens, and 
so have many aspects of our social organization, economy, environment, and of course, cultural 
practices and the moral rules that reflect those changes. Populations have grown massively. Even 
not long ago, some hunter-gatherer societies consisted of small bands of 20-30 individuals. We 
can’t expect foragers (hunter/gatherers) and especially humans before they developed a new hunt- 
ing technology and expanded outside of Africa, to have the same sensibilities, psychology, moral 
rules and systems of relationships which we have now. 


Permissive sexuality. A significant but unnoticed factor in the study of romantic love and 
sexuality is the control of sex in human civilization. As the authors of Sex at Dawn show based on 
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modern-day sexual lives and habits, biological evidence, and European travellers’ descriptions of 
lands they visited in the past centuries, sex today is only a curbed version of prehistoric humans’ 
sexuality (Ryan and Jetha, 2010). This is a book to read if you are interested in learning new 
perspectives on human sexuality and morality. The authors, based on new evidence and argumen- 
tation, propose that the lives of the early humans must have been non-monogamous, based on the 
sharing of sexual partners in which paternal certainty was not an issue. Originally, pre-farming 
societies were small bands, and their sharing is not to be understood as though they were hippies. 
On the contrary, such sexual and economic arrangements were more pragmatic for their survival in 
non-friendly environments. In anthropology this is called a fierce egalitarianism. The authors link 
modern sexuality with its emphasis on marriage, paternal certainty, monogamy or polygyny with 
the advent of agriculture some 12 000 years ago. 

Societies which until recently practiced fraternal polyandry and the so-called group marriage 
among Australian Aborigines were harshly criticised and taken off the anthropological debate, 
although they are all potential evidence that the sexual lives of human beings might have changed 
tremendously since the advent of agriculture, and possibly even earlier, with the development of 
hunting. 


Another Feature Societies without Love Songs Might Have in Common 

Is a Lack of Romantic Passion 

Is there really any society out there without romantic passion? 

e Recent studies of love/romantic passion show there are two major and contradicting theo- 
ries: 1) romantic love is a human universal. 2) romantic love is characteristic of stratified, individ- 
ualistic societies; 

e Fischer and Jankowiak found romantic love in 146 of 166 sampled cultures. Since that 
study was published, five additional cultures-Inuit (formerly the Copper Eskimo), Shavante, Cana- 
la, Huron, and Chagga-have been reclassified from inconclusive (or not clear) to the positively 
identified (or love present) category (Jankowiak and Fischer, 1992); 

e But what can we say about those remaining societies which do not have romantic love? 
Perhaps, they do not have romantic passion. That some of inconclusive societies gradually join the 
positively identified ones, should be noted throughout history, as societies without romantic love 
must be the earlier ones, and they would gradually join the urbanised or farming ones which have 
romantic love; 

e Robert Endleman in contrast with pro-love scholars argued the lack of romantic love in 
12 “tribal” societies (Endleman, 1989). As he claimed, every aspect of a human being is modified 
by culture, and sexual behaviour is no exception; 

e Charles Lindholm too argued that romantic love requires a special kind of social situation 
that encourages frequent mobility, weak social networks, and few alternatives for finding intimacy. 
In this setting individuals should “attempt to escape from certain types of social contradictions and 
structural tensions through the transcendental love of another person” (Lindholm, 1995: 258). 

One might argue that love is an emotion. Therefore, love must be hardwired in the human 
neural capacity, and cannot be an adaptation to social conditioning. Love is thus not culture, it is 
our nature. Indeed, emotions are neural activities. However, this does not mean they cannot be pro- 
duced by certain practices, politics and social conditioning. Studies in the politics of emotion edited 
by Catherine Lutz and Lila Abu-Lughod argue that the key locus to the study of emotion might be 
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the politics of social life rather than the psychology of the individual (Lutz and Abu-Lughod, 1990). 
Some bases for forming emotions and psychological states can be genetic, such as for example, 
attachment, but y no means are all specific psychological states such as being in love such genetic 
modules. 

e Therefore, while romantic love might be a reality for most societies, evidence is not con- 
clusive that it has been around since the dawn of the human race, and that it is a biologically hard- 
wired module. The doubt as to whether romantic love is universal deserves to be taken seriously. 

e In addition, lack of love songs in some societies only confirms the non-universal nature 
of romantic love. 


Love Songs and Sexuality. Do societies with love songs exercise more controlled sexuality 
compared to societies which do not have love songs? It seems they certainly do. Particularly obvi- 
ous is the fact that love song genres in many cultures clearly point to sexual taboos and restrictions. 
Eroticism and the intensity of love emotions in much love poetry is in striking contrast to the cor- 
responding society’s prohibitive sexual morality. 

Do societies without love songs exercise more permissive sexuality compared to societies 
which have love songs? While it is hard to find evidence, there are some indications that this might 
be so. For example, one significant feature of Ituri forest foragers andthe Bushmen of the Kalahari, 
who do not practice love songs, is the absence of marriage as a formal contractual agreement. That 
Bushmen may “marry” and “divorce” five times in their lives, and there is no property to divide 
upon “divorce”, clearly indicates that marriage is a later cultural influence rather than an institution 
among the Bushmen. 

Other aspects of sexual permissiveness might be children’s and siblings’ sexual play. For ex- 
ample, sex is part of !Kung children’s playing. “!Kung children are sexually aware at a very early 
age because of the relative openness and acceptance of adult sexuality” (Shostak, 1976: 263-267); 
Moreover, pre-adolescent siblings had sexual-intimate relationships near their camps, pointing to 
the elements of incestual sexual intimacy. 

Tolerance towards incest is also noted among the pygmies. Turnbull described an incident 
of incest. While pygmies consider incest as a shame, they simultaneously tolerate and even accept 
incest as a normal thing and as something that “any youth would do”; “Almost everyone seemed to 
dismiss the act of incest” (Turnbull, 1968: 112-113). 


Conclusion 

Links with polyphony. Societies without love songs clearly belong to collective musical 
cultures. While this may not necessarily imply polyphony, it involves collective music making and 
little emphasis if any on individual music making. 

Can love song and romantic love be the result of sexual taboos and restrictions human soci- 
eties have imposed upon themselves as an adaptation to their changing ecological, environmental, 
social, and political circumstances? Is it possible that we sing about love and sexual lust (often 
disguised as the more morally approved concepts of love and commitment) because sex is a source 
of shame in most societies of the world; hence it has to be controlled? 


Are we trying to detach ourselves from animal instincts by suppressing our sexual nature to 
the extent that it gives rise to cultural expressions of these suppressed instincts? 
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The authors of Sex at Dawn quote a line from a well-known film, The African Queen, which is 
a reminder of the ways in which humans distance themselves from the animal world in order to em- 
phasise and feel their humanness. Katherine Hepburn, as Miss Rose Sayer, says what most human 
institutional religions and large civilizations have been trying to establish for centuries: “Nature, 
Mr. Allnut, is what we are put in this world to rise above” (xi). In fact, Bushmen, who also subscribe 
to incest taboo, despite the sexual practices I have described earlier, explain incest taboo in a way 
which demonstrates the human strive to rise above our nature: 

“Only dogs do that — not men”. “It would be madness (di)”. “It would be dangerous, like going 
up to a lion”. Many refused to speak with me about such “bad things” (Marshall, 1989: 338). 


Perhaps the love song indeed is the way to compensate for the gradual loss of sexual per- 
missiveness among human societies? It also might be related to the growing harshness of sexual 
morality in the course of history. Love and love songs are about feelings between two individuals, 
hence, the highly individualised, non-collective nature of love songs and love ideals. Therefore, 
love and the control of sexuality are also related to growing individualism, including the nuclear 
family structure and the need to create a family of our own different from our natal family and 
smaller community. On the other hand, fierce egalitarianism, social cohesion, band structure, and 
more sexual permissiveness in some societies such as the pygmies, Bushmen, or those in North 
America and PNG correlate with their collective structure. 
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896gemab mMasbobs8mmMn: bey dsb ([3nQemgMo 
Imbsbaenggdn: by bsb (3naemgMn, Babm bs3sdadg 


LIB56 GNBLIEN 
(89635605) 


SIMANENL VMEMSMSISMHINBNLS Vd DISNXOLNL LObINIENBM 
BMELIMBSGMMNNL IMDIMS“03N 3HMIISN 


1. 8MmgdGa JoMaggmo Hygggdab fobsbygMgd0, dgbMamgdyemn 8oMgZgQe~m0 dbog@cmom 
mdob EMMbL agMdsbyem GBy3qmo do6o3do, 74bOMomMenbomyMns, Moe@ao6 gb bdImgebo 
0374968960 bsMImagza~@agbb Jomaqe ImemagmbayM Ladrgmob g4bGMgdoemym bos- 
0(300da: 80M3g9m0 DJbLagy@mom mdob EMMb, Hy3gqgmo do6939ddo, MaAbgmab IgxR0b oMdoab 
HygZg@hogoMeboemo YoMabyzo(3gdob dgbMyemgdom, bsdImMgMb MobsdgdsdIqmggdmsb gh- 
MSO, MMAM]S0(3 JHAMdDsbgObL Jobsd~y] oF 0(36MdEbg6 wo, Mo(3 AMogoMas, LoJoMagge~mmb 
Logo@obb30 Mgaomba~@sb oy43696. 

8HQLaaL b9993M BmbmMaMmMoegaqma 3mdoboob dog 1916-1918 Bemgddo agmdsboob 
By3ZgMs d06939ddo goggmgoyona bImgobo fobsbyMQd0 Cab dgMmabab mM bdmgob sM4Jo- 
3do absbgdo: SgMemabab gRmbmaMsd-sMJagbs ~s BqddmmeEdob qbaggMboG Gob bdmge6 
0 J03d0 [Lautarchiv]. Jomogmo fobsbyMgQd0 339 oMegMaa ImbbLybgdabo my bL&o8oab 
Loasbo ymaoms, d9aM0d CIGomYM obQ\MMIs309 (33g0mMOb MamMgZsggdbs Eo RAMeYRn&Jo- 
bg sMbgdqema fobsbyMgd0b dgbobgd Joggm gym oJbs (3ag@~gMob JogM 2003 wo 2014 
Bemgddo. 3d EMMOESbH 3093 YRMM IgG 330MNZo BoobMMRZagmes, MMamM(3 dgMemnbda, 
abg mdagmabdo. dgMmabob gmbmaMsd-9MJog3do 2013 Emo@sb agMdobymoa jg3mg30b g3mb- 
Cab dboMeosggmam bmM3agmMeO Jd9 8HMg480, MMIQMbs(3 Jodbse@ of3gb y3gemo fobsbgMabs 
Cod Msbdbemgdn CEmyydIGbGo300b CEagnGoemn d9(308, Moms ababo bgmdobsb3e@mdo aobo~mb 
ConbGIJMgbydqem B8oMamsmgab gMamdenog 0689M6j8 38er083mMdob9. 

CagdGoemobs3oob dgdega BmbmaMod-oMJogdo wo(34y~mo JoMaymoa RobsbgMgdnbo 
Cd domo MobdbemJd0 EM3%7d76HQd0b ao(36mdab dobodmgdmmds JoMagge@m jmemgagobo:3 
dog(3om. 2012 Bemab mi&mddgmdo aohbeo gMamdmago 8ydmogoi3aobs Ed 9d Robg~yer0 
ab®MMayemo bdgdab goder3gdob o~gs, dJgIqQdog@0 Jobo gobbmMgag~mgdob wgGoemyMo 
39300. 

d3g9Mmabob ymbmamMsd-oMJo30 Co Mdagmobob bobge@mdbaym ymbbyMZ08mMos Jgmobb- 
Jos WMoagMansbsdIIGMMdI~MMdsb9. do~mmedsh 3ybeEaM boJoMaggemmb {qm 8qQMabs 
© dgamas ws330b bLodabob{Mmb gabsbbymn AbsMesggmabomgab, obg39 Mdom@moabab 
Lobgmdbagm gmbbyMg0GmMaab HMsea3ayemo dMogombdosbmdob 33emg30b LogMmsdmm- 
abm (396GMob CaM{JHMMbL, 8AmaxghmM Myabyaw@sb bAMbydosb, mda~mobob Lobgemdboym 
BMOLIMZ0HMMoab M{7JBmMbL, BAmMagbLMM MQ7b~M Bogbodgh, sgMemabab |mMbmaMed sM4Jo- 
30b bamddmgobgemb, 8AmgaggbmMb, EmJGmMMH moMb-JMabGosb ymbbo eo bo3wymo\ mogb 
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domabbdggobmgob, md gb 8Mmg4 Go (09 G30(3@0. 

d9Mmabo sobybabdagdgemo aym bdmgobo fobsbyMQd0b wogaSomobo(309g, Job aob- 
A7eEobs Eo JobGJMnbgadg, 9aA%]M3Z9 BmMbmMaMsd-oMJogdo WsEqmo OMyZyIFZb® Jdobo wes 
RMBMgdab LysbaMgd0bq. JomMaggm yrmgagob mdag~moabdo yes Imgbenbom bodmgmgdob 
09680 30(308, B9g9dNRMom LodegMgdob HyJbgd0, Jgg@anbom ymdgbGomMgd0 domy 
©d dIg3MOdSH Mo(3 Agademgds dg Bo abyMMds(309 AMIM|Mmg_db}. 

doe@emmds dommabbdggabmgab bobm dobsMedgbs ~@s babM bsgododgb, Mmdmg|da(3 
84Mg9q48do 2013 Bemag@sb Aqdsmde@gb6. 33gamob momge3gdab y3gmo bLodegms ow@gbSo- 
RBARZAM{dQEMOS Ed fobgMa~mos Joma HLA do. gh wododqmoa bodyqdom aym Eo mob 
Leg3gmo IMsgoma 8Hmdengdo: Y30cmOb CMeNg_o03980, LogoMoqeEMea, sMogMabg~ ~s3M~- 
ms 9d EMHMdIE] Ed Joma YEQMosemdabl boMabba oH sMab boyggmgbm, my Jggo~@oM|Qdm 
09 §y39900b39 0439, MEMbe Loge aoMgdmgdodo aogqnmgdqyem AobobyMgdb. “3m dbod- 
36gemmMg560 BoMdsG do of6s darebgymoa Imdeagmemgdab dgbobgd obgymMdo(300b dmdagdab 
agZomMbobMabam. 8Hmg1 Hab JoMnggmds Ambsbomggddo, Lodgw@bagMme, Josmbogb do- 
bBsbb Co 0839b Gy39 ImAM|Mengdab dnodmdsgmgdn. 09 dagdob IJg~@gag9ob Imagnsbygd0m 
boMIMs@agob babm bsgodadg. 

38 BAMA Gob asbbmMsogemgdob Jgw@gase@ 3990/3999 bog6o! mMHo Eabgom, Mab yj~e@ob 
ByMBbydosbs Co Ly bob (yaa Mob 3H(39em0 Jgbogem@ma BgaMa~Mg|dom, bobmM DoboModobs we 
6ob6m bszododob dag asdagMmymoa LadmgMgdob GJbGgdame Eo 3mdg6HoMgd0m. boabdo 
Bobogm obQ3mMIds300b Ladmgmgdbs wo dmdmM|Mm|7dbg, MmdIgemal3 oEgadyemos Jom dagM3g 
dgw@agj6amn 96398 d0~@s6, 56 ImEMegdyemns domo dmsdmdogemgdob dogm. doggm geo 
aJ6s Msde@gjb60d9 ALAMMaymo BM8Bm, MMdmg]d0(3, Mobdbergd bImZs6 fobsbgMgdm0b gM- 
DSO, RAM MMO 35239M3Z93b aL®mMayen boG®yo300do. 

gb 84mg4Go LHQmoe dogbodsd9d0 sgMmobob BmbmaMsd-oMJagob 8mmnGogob oMe 
domme bdmgobo doboe~mob Loddmdamdo eEsdMybgdab, oMsd9@ fobsbyMgd0bo ~s domo 
DqQILMAMAdeEngdab boMIMIsg~@mmdab Jgbobgd dgGo obQ|mMdo(300b dm8mgg9d0b M3gombob- 
Mabaos(3. Hy39M 696039ddo aoggmgoqemoa RobsbygMgdab mgdo RoJodbos Eo L8g30y03%49 
dow@amdsb LogoMmgdb. 09 bIm3gs6 cemyydg6G {dq ILyxgemmdobsb asmgoemobbobygdeyem0 
bed aJ6sb gmage eos RobgMob aoMgdmgdgdo. 


2. AL{MMayEn g3mba: IMybanb ymbmaMogayema 3mdabas ~s AsbsbgMgdab ab&mmMns 

d3g9Mmabob yBmbmaMsd-oMJogo ob Bgm~mbg JgGo bobb amgmab od EMMag@sb, MHm30 
RBMa@Mab-g0mMdsg{mdob wybagqQMbo®y8ob QRoemmbrgoab BHmggbmrMds joMe~ Jd8qjdIRIS 
1900 B9mb d9Mernbda Soob (Goso~msbeoyMo) HDIGMomayMa KangRab soMZqmo fobobyMyd0 
Bd539Md. 09 hobsbgMgdb Joerg Imsygo bLbge wo sgMmoabab QmbmaMsd-sMJag0 dgagbe oMs 
JsMHO dgMmabda, sMsdgGeE IbmM@momb Lbgo@obb3o s@gomob hoGoMgdyem0 bodg3609%m— 
gdb38ge@0300b, boggemg gdbgqmbagdabs w@o Lbge dbasgbo dobommgdom. 1914 Bemab eoboby- 
abda sMJo30 9339 Ima(393e@0 10,000 (330c@mob mmomgogh, qdoogMgboe, seMogo~@sb ws 
bodbMgm my3gobgmo@odb. 

adabagab, Gd EsgbMasm bsMexjd0 bsbaMdemaga wo d3gaMsEMaM|dyemo g4b38g~e0(3- 
agdobagoab, 80M39m0 Ibmog_mam mdob EMMb agMdsboab Hyggmo ds06039ddo —q(36mgem0 
KoMabyzo(3gdob sMbgdmdo ademgmes 39MdoemMHa Cos Agbago~maMa fobsbyMQd0b bLob&J- 
IsGodbgoab Igbodengdemmdab. abacmabyMab Iobbsgemgaemab 3amsgmd wmygagbob (Mmdgem- 


973, BBaMZgmoaboew, wosmy||Hgdam oyr wesnb&gMgbgd~yer0) aba(300Ga30Ms Co agMdoboob 
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ZgerGyMob dabob&Mab sHdsbgd0m, 1915 Ggemb eEssMbes 8Hxyboob bodg9Qgm QmbmaMogo- 
vga oMogo (Kéniglich-Preupische Phonographische Kommission). 396 988390 c@o0b- 
adbs  3mdoboob 4qR3Mmbow, gomdsgmd wmgagbo IgbgxgMo~ Wo JeEngbs@. ygmdoboob 
@obadbymgds aym, bLodgq(3609Mm dobbgdobsmgab Gy3gqgdoba06 foghgMom bodgSy3gemm 
g6s eo Ayboge. yrdaboob bg3gHqd0e@ (36mdog~mo agMdsbgm~mo gbomdg(36ogM Jd0 dgoMhb96. 
IGVIQab Mbmgbab Mobobdse, sbo~masbMeas Iqbogmamab, dybgdobb weoggomo fobsbyM- 
goob go39Mgd0 (330m@mab mamgZ039009 BMbmaMsd-sMJogabsmgab. (330~@mab magnge3gda0b 
BMSMIMYAMS@, 30M37M CMagbabs ~s MeEgmMb-ymddoboob GaJ6a3mbyd0b qmongho- 
MSbsdIIMMIMMdnM gd3ggMo fobsbgM|d0 aMsdogmbab (33g0mab y30MQ089dbg. 30MZBg9~@ 
Moado, gb aym bLodgGy3g9mm gbabs ws Enomg|&gdab fobosbgMgd0, doaMod, sdsbmobs39, 
ab dg0303e0 Aybagzobs3. MydZ0, Eabgob Lobam sMbgdqema Agboago~myMo AfobsbyMgd0 
BoMIMs~@a,9696 Jdmeme EBgamab moamgs3gd0~@ob asw@sbymoam bodydgdb (Ziegler, 2000). 
| dbmamomb mdab G®y3ggmo d069396do AobgMam ymmgd(3osda Lbge~@obb30 gmbo- 
BMG KYaQQos GoMImseagbomo. hobsbyMgd0b goM%33gqem0 boboe~mo x_QMRXQMmd0m ob93 
IMSS NEVZOBAQAMAZdYEM0. BMbMaMsd-sMJagda sMbydqemo mobdbergda (emg~ydg6G% d0 dg- 
CoMyJdam Amys, dogMsd BHIdmMme@ Sob qoogqgMboB® Gob bdmgob oMJogdo wo3~yero 
mobdbegdo dobomos 898 abgQmMds300b dgai3ogb — ym3gem IMIM {Memb sg9MbrbosemyMo 
30M6Z0M0 ofgbh, HmMIge@da3 Mab Jmbs(39dgd0 Jobo ~odoegdob segambes Eo ddmdmgdb9, 
gabag4qM GoMdmdogmmdsdg, g6ab gRemmdobg, gobomengdsd9, BHM gbLosbs ~s Mbdgb60b5. 
goMes sdobs, hobgMab 8Mm(3g9bdo dmbsba~my mobagobGab dagh hobgmMom@ns bodmgmgdab 
GH JLHgqe0. Iob39q ggqmgbob 09 HoJLOgdob BMsbbyMoy305 Eo ggMdshy~moa MoMadobo. 
LodbyboMme, dgbodmms, EMmab Bsgmgdmdob asde, y3gmo bLadegmob GJbGo oM oM- 
bgdmdb. Jomo fobsb9M9dOq 8obybabIagdgmo mabagabSo aym seEmmea womo, Hm- 
Agembs3_ 1909-1914 Bengddo joggebo0do ymobobsb 9339 Jg3gMgdam0 84mbeos Ladmgmgdo, 
LAMAZE S {ma Agbogo wes Lbgo@obb30 gbob badydgdo, g96obs ws dgMmoabob ymb- 
amsd-oMJoggdobomgab (Lechleitner & Lomidze, 2014; Ohrig, 2000; Ziegler, 2006: 123 f.). 
IgVMBygMob LodobobG{Gmb MmobbImdom, mM0gq ymengq(3a2  — BaMaRnGgdbo wo 
(330@mab (m0~™M3Z9390%9 — gMmse@ bes aobmogbydqmoym. dogmesd, mdob wobobMaymob 
eEAMaLAgaL ~wmgagbdo Bsa~m fobsbgMgdo0b gmemgdi30o EsdmMyj0@gdgm0 bdmgobo oM- 
jogob — Lautarchiv @sboyqdbgdmo@. 1920 Bgmb dob ImsebgmMbs Lautarchiv-ob 3Mmqboob 
bobgmdboy3m dndmamaggob bdmgsbo oMogob [Lautabteilung der Preupischen Staatsbiblio- 
thek] d99mMgMM|d9 Cs arbe@o dabo ~oM J HMMa. 9d EMMagsb, 8Myboob gBmbmaMogayemo 
3mdoboab jmergq(3agda goymaRomas ws ggqMgzb6ob MMH Lhgo@obb3o abbL8oGyGb. mMagq 
34/3080 SM_MOb|E Jga(339MS SEQIMID dM IMb5 Ws Bo8Mmbogo. 
RMbmMaMsd-oMJog0, MMdge~a(3 1900 Bgmb wogyWdbeo, AmamM3 dgMmabob jbagqh- 
Lo®g Gob gybojremanab obbSa8yGob bs6omo, 1923 Bgmb, I®MyAdIsQob 396bo0d9 aob3- 
mab dadega, JgqgMmes Inbogab bobgmdbagm szoe@gdoyM qIomemg|b Lymm@mob [Staatliche 
Akademische Musikhochschule]; 1934 Bbgemb 0,0 wmsMgaob&MoMes, AMaMmMm3 gnbmaMogo- 
ob dnbgqda [Museum fiir Volkerkunde] @s, sdageMoe@, asbe@s dsgMmoabob bLobgemdbogm 
AINoBgqdabL bobo~@mo. dgmMQ dbmMgQmom mdob eEMMb (33g0moab MnM3Z53960 Lodgmmes oMIosd 
mg9babaMoe@da asnGobs @o démamme 1960 Bgmb aswog(3o omImMbog~mgm SgMemoabab oe@- 
dabab®Mo(309b. QmbmaMsd-oMJogab LMxyemo yme~ngq(300 Mogob d3gc~m segombodymagmb 
— ~ocmgd-dgMemobb EsydMjbes Imagasb6gdom, 1991 Baemb. 
cmgagbob dogm 1920 bgmb wogndbgdyem0 Lautarchiv (bdm3060 3%Jog0), Amanh3 
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8MHxyQbLaab Lobgemdbogym snd~mamagzob syrwoomasbymaRomgds (Lautabteilung der Preupischen 
Staatsbibliothek), AymMasbodgeyem obs 1934 Bgemb. ob aobw@s dgMmoabob qbogq9Hba89- 
Bob bsbogmo, HmamM(3 dagMab 33m g30b obbGoG4ySo (Unstitut fiir Lautforschung). dg9%%g 
ILmgmom mdab d9d@ga, Lautarchiv, yoMHomme, eEsagobygb ws qddmme dob b6o39Mbo- 
GHIGob’ seEdababG\Mo(300b woawo o6GyMgbo oH asdmafigbos 09 3me~mgq(3oab JodoMm. 1995 
Bemag@sb6 Lautarchiv-o BoMImMseEagbb SqjIdmMmMeESab qyoaggMbo® Gob sgemdsmen-(396GMob 
(Helmholtz-Zentrum fiir Kulturtechnik) 636ow@b. 3 bbob gsbdogemdsdo Imbes wob3gdob 
(303MM doGoMgdmgd0q ao~moGobs ~Ws sdyodse og0 dJobsb3ge@mdos 06&9Mbg8 bo3h%(3g9do. 

8HyLaab QBmbmMaMogayqma oMJogab JgdagMmgqdmyMon sJGogmdob dgwegase@, Bmbm- 
aMsd-oMJo30 EMM|L, Iamosbmdsdo, Be~mmdb 1022 (330~@mab mamgogb AgbLazo@mMo hobsb- 
JMHgJdoM, MobMoMayma EMyAIgGOGs300Ms Ed GH yJbGgdom. Lautarchiv, Eempbemgmdonm 
8IAISMMEBObL jbagqQMboG Gob bobogmos, GmMIgGma(3 Bemmdb 1650 fobsbyMb aModImambab 
30M0G9d0g, YImogMgboe@ — gbabs eo Cosy Ggdob hobobygmgab. 

8HQLaaL BMbmMaMosgayema 3rdoboob fobsbg4MJd0 CEMgId@] oM asdbwoMs EAGomyMo 
3302930L Loasbo 8mmnGaog3yMo Ed GHyJbagqMa Jodbgbgd0b godm. Moga~@ob AhobobyMgd0 
Looeqdmme of6s dohbg4m0 ws oH aym Dabsbge@mdo. 1920-6 Bemgddo, Ms mdo bee, 
MMHagnbsemgdbq S3~emdo badomoMoyena oH aYyr; KIM Jomo 3M80M]7do Wooo ImdbesMaym 
3MbbLg9M30(300b dobbam. gb gobbo3ymMgdom Mama oy (330~@mab cmam3Zo3960b dgdab- 
393940, EMmabL bsbaMdmagmedobs Eo, IoMZge~mgb ymgmabo, dgaMow@oMydyem0 8HM(3gbab 
g0dM. Cabygdab ymsaMgdobq sobybobIagdmmds soMmM MeEgmb-ymddobosd; fobsbyMygdob 
c@abggdab 10-deg gabgd8mooMo godma3o Ed aooyo~@s Lautarchiv-ob dogs (Ziegler, 2000). 
(330m@mab mamgsggdab sbergdob sd bse@gjd0 dbmameE boboemmdMng Imbeo, Ms goyo~@3ob, 
MSIE 93™gJZOMO dJobbgdoboms3ob. 

RBMEbmMaMogonmo 3mdaboob BagMgdab dogM 33gm~mg30, qsoM3gem bow, cmoabagabGym 
LagMmdo foSoMes, AgqbagmemangMa 33gmg3Z0 BmygyboMgdyemo aym JoMoxyn (Nadel, 
1933) Cs Mydobye~m (Zeihm, 1939) (ab39009. aModmambob gQaMgn®gdoboas6 aobbb- 
393900M, QMbmMaMsd-sMJagab Jobomgyda sMobmegh aodm{ggy6gdqemo, My oH Rogm3gmnn 
Agbgdobob drgmg b&oSoob (Schiinemann 1918, 1925). 32Go0emao Lautarchiv-ob dybo- 
B0mgMa RebobgMgdab, Mmdgema3 1934 B9mb dgMemoabab boggMboG® Gb Igygm@ows ws 
c@og9%130 Institut fiir Lautforschung der Universitat Berlin (6g%mobob qbaggMbo® Gob da9- 
Gob 33eg930b o6L8087 80) godmggybes 1935 boemb (Bose, 1935). ogo, 06939, dga3o3b 
Lautarchiv-ob 1920-0960 Bemgdob d9de@amd fobsbymgdboi3. 

9436 0H 06393b, Ged 8M qQboob QmbmaMogayemo jgmdoaboob AgbLogomaMo hobobyMyd0 
(330m@mabL mamgsjgdbs wo aMsdImamboab g30MQ}0GJdOg9 dbadgbgr~mmgbse@ gdIMb3930 gMm- 
dobgab. 

8MHxgQbLoob QmMbmMaMogaye~mo y3mdoboob bImgsba fobsbgMgd0b B3emgg3ab 8Mmg4Gob 
RoMacmgddo bmMRZagme@gds Lautarchiv-obs ~s Q|mbmaMsd-sMJogab Agbogo~aAMo fhobsb- 


gMgdob weg GomyMo Ig~@oMQed0o. 


3. JoMorgenn Asbsb69Mgd0 

Jomanmoa bodegmgdo fonbgMe &y39mo d96039ddo: Jsb3oenddo (1916), MAEM - 
do (1916), dogbb&gmdo (1917), 84)63800db5 (1917 @s 1918) wo bsa06do (1918) (yoasbo 
sIgyodse 8m~mmbgmdo Ag~ogd9MQmab). IMAM |MsmMas MAZBIMBYsMo RoMam b38g4 Mobo. 


JoMag9m Gy3{gmo dagh IgbMymgdyenm Lodrgmoms qdMogemgbrdo HMse@a3ayemo bomb- 
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Ma badydgdo9, JoaMsd Joo dIrMobss, obg39, 8Im8qmoMama LadegMyd0 ws Msd~@g60d9g 


boggmgbom Logommdgmo. 
dogVbb&gMdo, dJobsoadbo ws MMeEMyRdJo fobgMa~m bLodegmgdb ghao dmdmgmsmo 


obMyengdb. abobo w(3boqyMo~e yogMb, Mo~ash HMoewaiy3oqmo JoMoyemo Mg8IgM8qQoMab 
(md gemn(3 098 gboe IMsg9embdoobos) dobmeme bsbomb bomdmee@agbb. dmdmgmomn, 
SbgdMagZ09, JdmMe~mME JMO bIsb obLMyengdb. sbbOs dadeEgabsoMs~@ss dobsdmygdgeo: Loge 
8y399 9 a(3me@o Ladegms, o6 bdob AodbgMdo Ya7RBd0 39% asamgocmobbobs, Mmd gb 
LodmgMgdo dmogombdosbos ws avjbeab dagh qbes dgbMymeogh. 3qb3o0ddo (1917) Bob- 
gHamo bodmgMgda dgbmymgdqmos ma es, dgI@ a, bodo A7gaMgmo dDodojo(3ob dagm 
MH, @d, Agbsdsdobse@, bod bdsdo. Boasbdo (1918) RoobgMgh aymyemo Imdmgmegenb 
&Mom, obg39, %397B0 — 10 Zo(30deEg, Mmdmg|da(3_ JoMhaayen LodergMydb SHMowa3oqjemoc 
IMogomMbdosboe IegMmebyb. Jomaqma LadagMgdab M3_gMHqoMob dgbob9d weg Gomyh 
26Q3MMds(309b bo6m bs3zododob dmbbybgd9do a99(36md0m. 


49604365 


' 8Gmg4 Go FoMIoG dom CEsbMHymeos eo 2014 Berob bergddg7Hdo godma39 Bogbo 9dr ComMbyemoe@sb: 
»J0Mng39™ GByg3gmo LbodegMgdn, RobyMagma (3gamoab momgZ0396%) agMdobosdo, 1916-1918" mobeo- 
sMHayma mHa Eabgom (bdmgo6o Ioboe~mo ~o By9Ga~mdamn (m37d96H Jd0), MmAgm@aZ, 93%]39, 
Bsbagmas LaMoab: ,dgMemabab g3mbmaMsd-oMJogab abAMMayEmo bIMmg3060 (473%799689d0". Mdo~obo: 
b9bs60 
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Panel: GEORGIAN RECORDINGS MADE IN GERMAN WAR CAMPS (1916-1918) 


Panel Organiser: Susanne Ziegler 
Participants: Susanne Ziegler, Nino Nakashidze 


SUSANNE ZIEGLER 
(GERMANY) 


JOINT PROJECT OF THE BERLIN PHONOGRAMM-ARCHIV 
AND TBILISI STATE CONSERVATOIRE 


1. The Project 

The recordings of prisoners from Georgia made in German war camps during the First World 
War are extraordinary, because these sound documents testify Georgian polyphonic singing in an 
extreme situation: during war time, in prison camps, sung by Georgian prisoners serving in the Rus- 
sian tsarist army, singing together with countrymen who did not know each other before and, above 
all, the singers came from different regions in Georgia. 

Sound recordings made on behalf of the Kdéniglich-Preupische Phonographische Kommission 
[Royal Prussian Phonographic Commission] between 1916 and 1918 in German prison camps are 
found today in two Berlin sound archives: in the Berlin Phonogramm-Archiv and in the Lautarchiv 
[Sound Archive] of Humboldt University. The Georgian recordings were already subject of several 
talks and articles, detailed information about the songs on wax cylinders and on shellac records can 
be found in Ziegler 2003 and Ziegler 2014. Meanwhile, more research has been carried out in Ber- 
lin as well as in Tbilisi. In the Berlin Phonogramm-Archiv since 2013 a project is ongoing, which is 
supported by the German Research Foundation and has the aim of digitizing all recordings together 
with the accompanying documentation, and to make these recordings available to the public in a 
joint internet platform. 

The Georgian songs preserved in the Phonogramm-Archiv have meanwhile been digitized 
and — together with the accompanying documentation — made available to colleagues in Georgia. 
In October 2012 the idea of a joint publication arose, and a detailed plan for publishing these valu- 
able historical sound documents has been discussed. It was agreed upon to publish the collection of 
wax cylinders in collaboration between the Berlin Phonogramm-Archiv and the Tbilisi Conserva- 
toire. Thanks to the efforts of Professor Rusudan Tsurtsumia, director of the International Research 
Center for Traditional Polyphony of the Tbilisi State Conservatoire, Prof. Revaz Kiknadze, Rector 
of the Tbilisi State Conservatoire, Prof. Dr. Lars-Christian Koch, head of the Berlin Phonogramm- 
Archiv, and myself, this CD project has been approved and is financially supported by the Georgian 
Ministry of Culture. 

Berlin has been responsible for providing the sound recordings in digital format, for clean- 
ing and mastering, and for providing scans of the written documents and photos preserved in the 
Phonogramm-Archiv. Georgian colleagues in Tbilisi were asked to identify the songs, to transcribe 
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the song texts, to comment on the songs and try to find more information on the singers. Thanks 
to the efforts of Nino Makharadze and Nino Nakashidze, who have been working in this project 
since 2013, all songs on the wax cylinders have been identified and the song texts have been written 
down. This was a strenuous task and caused many problems, since the wax cylinders have prob- 
ably been played several times before and their sound quality is not the best, compared with other 
recordings made on the same occasion. Greater success resulted in the search for more information 
on the singers. The Georgian participants in the project tried to find descendants of the singers and 
— fortunately — they succeeded; their findings will be presented by Nino Nakashidze. 

As a result of this project the wax cylinder recordings will be published in a CD book! with 
comprehensive introductory texts written by Rusudan Tsurstumia, Susanne Ziegler, and Nino 
Makharadze and Nino Nakashidze; information will be given on the history of the songs, the songs 
and on the singers with the data supplied by themselves and their descendants. Several historical 
photographs have been found which — together with the respective sound recordings — provide deep 
insight into the historical situation. 

This project fits perfectly in the Berlin Phonogramm-Archiv’s policy not just to repatriate the 
recordings, but also to obtain more information about the recordings and especially their perform- 
ers in the countries, from which they hailed. However, recordings made in war camps are sensitive 
material; they must be handled as a specific genre; the ethics and circumstances of the recording 
should be taken into consideration when discussing these sound documents. 


2. Historical Background: The Prussian Phonographic Commission and 

the History of the Recordings 

The Berlin Phonogramm-Archiv dates back more than one hundred years, when Carl Stumpf, 
professor of psychology at the Berlin Friedrich-Wilhelms-University made the first recordings of 
a Thai theatre group in September 1900 in Berlin. These recordings were soon followed by others, 
and phonographic recordings were made not only at home in Berlin, but in many different parts of 
the world during scientific expeditions, field trips and other occasions. At the beginning of 1914 
more than 10,000 wax cylinders were already available in the Archive, the majority stemming from 
Africa and the Southsea. 

In order to save costs for extensive and expensive expeditions, the presence of foreign soldiers 
in German prison camps during World War I offered the opportunity for a systematic collection of 
recording language and music. Upon initiative of Wilhelm Doegen, a teacher of English and inter- 
ested foremost in dialects, in 1915 the Kéniglich-Preupische Phonographische Kommission [Royal 
Prussian Phonographic Commission] was founded by decree of the German Ministry of Culture. 
Carl Stumpf was appointed head of the commission, Wilhelm Doegen manager and secretary. The 
aim of the commission was to make recordings of the spoken language and music of prisoners for 
scientific purposes. Famous German linguists were elected as members of the commission, and 
upon request by Stumpf the young musicologist Georg Schtinemann was asked to make phono- 
graphic wax cylinder recordings for the Phonogramm-Archiv. Parallel to the wax cylinder record- 
ings grammophonic recordings (wax discs) were made by Wilhelm Doegen in collaboration with 
technicians from the Odeon Company. These were primarily recordings of spoken language and 
dialects, but include music as well. However, the music recordings on discs present only a selection 
of the ones made on wax cylinders (Ziegler, 2000). 

The collection of recordings in prisoners-of-war camps during World War I presents a variety 
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of different ethnic groups; some of the recordings have still not yet been identified. The accompany- 
ing documents in the Phonogramm-Archiv are relatively short, but more information can be gained 
from the corresponding material in the Lautarchiv. For every performer a personal questionnaire 
is available, providing information on his birthplace and parents, ethnicity, language skills, educa- 
tion, profession, and faith, among others. In addition song texts were written down by a linguist 
present at the recording; the linguist was also asked to write the text in phonetic transcription and 
to translate it into German. Unfortunately, probably due to lack of time, not all song texts are avail- 
able today. The linguist responsible for the Georgian recordings was Adolf Dirr, who had already 
collected songs, instrumental music and examples of different languages during his stay in the 
Caucasus between 1909 and 1914 for the Phonogramm-Archives in Vienna and Berlin (Lechleitner 
& Lomidze, 2014; Ohrig, 2000; Ziegler, 2006: 123 f.). 

According to the Ministry of Culture both collections — on discs as well as on wax cylinders 
— should have stayed together, but towards the end of the war Doegen took the record collection 
as a foundation stone for a separate archive, the Lautarchiv. In 1920 he succeeded in adjoining the 
Lautarchiv to the Prussian State Library as Lautabteilung der Preupischen Staatsbibliothek and 
became its director. Since then, the two collections of the Prussian Phonographic Commission are 
divided and belong to different institutions. Both collections changed their affiliation and location 
several times. 

The Phonogramm-Archiv, founded in 1900 as part of the Psychological Institute of Berlin 
University, was in 1923 after Stumpf’s retirement attached to the Staatliche Akademische Musik- 
hochschule [Music High School]; in 1934 it was incorporated into the Museum fiir Volkerkunde 
[Museum for Ethnography], thus becoming part of the Staatliche Museen zu Berlin [National Mu- 
seums in Berlin]. During World War II the wax cylinder collections were evacuated, taken to Len- 
ingrad by the Soviet army, and in 1960 handed over to East Berlin authorities. The entire collection 
of the Phonogramm-Archiv was returned to its former place in Berlin-Dahlem as late as 1991. 

The Lautarchiv, founded by Doegen in 1920 as Lautabteilung der Preufsischen Staatsbiblio- 
thek [Sound department of the Prussian State Library], was reorganized in 1934. It became part of 
the Berlin University as Jnstitut fiir Lautforschung. After World War II the Lautarchiv was merely 
forgotten, and the Humboldt University authorities had little interest in the sound collection. Since 
1995 the Lautarchiv is part of the Helmholtz-Zentrum ftir Kulturtechnik der Humboldt-Universitat, 
the discs are meanwhile digitized and can be searched in the internet. 

As a result of the collection activity of the Prussian Phonographic Commission, the Phono- 
gramm-Archiv holds today all in all 1022 wax cylinders with music recordings, together with ac- 
companying documentation and texts. The Lautarchiv, today part of Humboldt University, holds 
1650 shellac records, the majority — language and dialect recordings. 

The recordings of the Prussian Phonographic Commission have not been the subject of de- 
tailed research until now due to political and technical reasons. The recordings were first handled as 
secret and not available in the 1920s. And of course, the originals were not allowed to be used; for 
reasons of conservation they had to be copied first. Especially for the wax cylinders this was a dif- 
ficult, time consuming and above all an expensive process. The Odeon Company was responsible 
for copying the discs; up to 10 copies of a recorded disc were published and sold by the Lautarchiv 
(Ziegler, 2000). The wax cylinders were only partly copied, not for sale, but only available for lis- 
tening and for research purposes in the Archive. 

Research has been carried out by members of the Phonographic Commission foremost in the 
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field of linguistics, with musicological research focused on Georgian (Nadel. 1933) and Romanian 
(Ziehm, 1939) discs. In contrast to the recordings on shellac discs, the music recordings in the 
Phonogramm-Archiv were never published, except for short articles by Schiinemann (Schiinemann 
1918, 1925). A catalogue of the music records in the Lautarchiv, which was attached to the Berlin 
University in 1934 and renamed Institut fiir Lautforschung der Universitdt Berlin (Institute for 
sound research of the Berlin University], has been published in 1935 (Bose, 1935), comprising also 
recordings made by the Lautarchiv after 1920. 

There is no question that the music recordings of the Prussian Phonographic Commission 
on wax cylinders and shellac discs overlap considerably. Within the ongoing research project on 
the sound recordings of the Prussian Phonographic Commission, a detailed comparison of music 
recordings in the Lautarchiv and the Phonogramm-Archiv 1s in progress. 


3. The Georgian Recordings 

Recordings of Georgian songs were made in the prison camps at Mannheim (1916), Ohrdruf 
(1916), Miinster (1917), Puchheim (1917 and 1918), and Sagan (today Zagan in Poland, 1918). The 
repertoire of the singers covers a wide spectrum of music. Most of the songs performed by Georgian 
prisoners were traditional folk songs, but popular songs and a few church songs were recorded as 
well. 

The songs recorded in Miinster, Mannheim, and Ohrdruf were sung by one singer alone. This 
sounds strange, because the songs presented are part of the traditional Georgian repertoire, which is 
mostly sung polyphonic, and the singer of course sang one voice only. An explanation could be that 
no other Georgian prisoner knew the songs or that the recording team did not expect these songs 
to be sung by a chorus in polyphony. The songs recorded in Puchheim (1917) were sung by two 
and later three Mingrelian men in two resp. three voices, in Sagan (1918) a trio of Gurian singers 
was recorded, and a group of up to ten people sang Georgian songs in traditional polyphonic style. 

Information on the Georgian recordings in detail and on the singers will be given in the paper 
of Nino Nakashidze. 


Notes 


' The project has successfully been finished in November 2014. The book entitled “Echoes from the Past: 
Georgian prisoners’ songs recorded on wax cylinders in Germany 1916-1918” is provided with 2 CDs 
(Audio material and written documents) which form also part of the series “Historical Sound Docu- 
ments of the Berlin Phonogramm-Archiv”. Tbilisi, Publisher Sezani 
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60607 BSISINAI 
(LdISHOIBILI) 


DVILNMASESEIMISN VS DIDLMINISNISN SVHXNENL 
BMEMIMSINMINGNLS VS MSNNNLNL LobINIENBM 
BMELIMBSGMMNNL IMDIMSL03 38HMIIGIN 


| dbmg@moam mdab EAMb 8Myboab b9d93M QmMbmMaMogQaymds gmdobosd Mog0b &gMo- 
MMsbyq Iegd9%] LodbjEMM 496539ddo dyman Gy3gqgd0b0a96, dom dImMab JoMaggmgd0- 
boasb, 330cmob (mmg0396%9 bImgeba dobo~ms — MJIqQengdgd0, Emgdbgd0, mobagob&4qMo 
bsboomab &gJbSgd0, Ladegmgdo0, domo G®aJbgd0 eo bbg. foobgMs. gb abg3mMMda(300 
Aggbagab (36mdagmo oym. d-do aMoamea Abog3ed9d agmdoby~ma~@sbh momadbs MmdgmM8 
moboab dogm g960do 1931 B9mb asdem3gdqmmo Mybyamob bodbjomn (§939960b bodmgmydo 
©d boagyRMoe bsegmoab bsdMmdo Jomavymoa bodo@gm980 (1 933), doaMed syramfobsbygm9o- 
9 bgma sMogab doyb3~@gdmeo. 

1962 Bgmb agMdobosdo dagmabydom dJymaqdo (36mdamdse JoMaggmds 960mdq(3609- 
do Ed Lodbmasem Imeagobgd, LaMao yogbG®Io, sgMemobob 8qyddmmeEBob sbogqMboGJ- 
80@s6 AsdmaGobs maba LoIegMs JoMaggmo Hy3g99d0b (g0JGG Igahgeodgoe@ab, aMo- 
Bm bmMogob wo jomobGMsGQ_ gobzogob) JgbMymgdom. 09 goJGm0b wozo3domMgoom 
1964 Bomb godgm oboengsdbHe@s ymdqbob&do aosdmAggy6e@o0 boobyamMds(30—m BgMomo. 
1965 Bomb anMasdo foSoMes gmbbyMZs8mMoab BmmygemmMab zomgeEMabs wo ymddsm- 
BKAB®MMAMS 3o3doMab ghamdeago gJL8g9ea309, MMIgMbs(3 bgmddm3go6gmmd@s (36mboq~a 
JoMaggmo Agbogabdgme@by, QmmzmmMabGo masM fagyogedg. AmboGowyMob IbsMmgad- 
(3MeEbgMdab AxybgNddo 3-bdo MHSMds Es JgJbL38g~@a(300b 693M]dd0, Mmdg@mas dr>mMob ay~m 
IbogabdI3me@Ebgmdab RoyzyrGJ Gob LA ywog6Go b9Gr AmabbMogadgagmo, od fhobobymb 
dosg3mogb. 

1968 Baemb J-do 698d bojJoMmggemmb Mo~@omamn dmsdbse@s 390973900 ba zoemMHo 
fob069M 960 6gMcmobolb 76039ML0G 980006. Iodob 99 BoJGdJo, Ms8MI~Ms(3, Lomobsem 
yyMose@~mgds oH Dond3os. RobsbgMgdoboe@do 8oMggqmo LoMombdyemn ob&gMgbo aohbes 
1988 Bgemb, dmMexmdda, Lo~s(3 IMogombdosbmdob Mg7bLIgQdm34H 3mb639M]6(300%]9, agM- 
dobgmdo gonbmdgbogmeammade, J-do by db (3aamgMdo, ~CsdLbM] Lobmasamgdsb dgMemo- 
Bob 3mbmaMosdoMogn@06 Msd~@gbndg LodergmMs dmobdgbabs ~es draymbHm domn hobgMob 
ab&mMoo (AmabLBMoQnd30e@0, 2011: 105-106). 

Lommge@ Ly bsb (39gm@mgMdo dgbmog0b9 09 hobsbyMgd0b gHamdmago asdm(39d0 &Mo- 
CAZaNj@MO Agbogab B3eggab bogMmosdmMabe (3968Mb 2012 Bgemb. (396GMob eoMg4Gmm- 
do, J-do MAb yw@ob byMbydosd Losdmgbgdom dan~m babs~@sw@gds Es A396, babm jommobeo- 
0d99 wd 49, EAN OOH MgbLaM wogabyqm Avydomds. 

J-do Ly bsbdo dgMmoba~@ob hodmagaSsbs sq~omhsbsbyMJd0 wes EMm3zwIV6HqMo do- 
Lome — jgambgeMg960, m4dgdo, Lodegmgdob G®aJbSgd0. dobomgdn~@b dga30Gy39m, md 
RobobyMgdo dgbMaymgdyemos | dbmy3mom mdab eMmmb, 1916-1918 Bemgddo agmdoboob 
Jomo gdob — dobso0dob, MMEMYAQaL, doybbSaMab, yBqAbsoodob ws boasbob (9b “9 3060b3- 
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B9em0 EEgh Ime~mmbgob 93790360b) By3Z9Mo d06539ddo. fobgMo beEgdmes (330~mab cmom~- 
393900] Mmdgemadg soMog3do. MQd(30, BranghMa dgdLMy~mgdgmbs ov bodegmsb odmo- 
3039 abgmo ab&GgMgbo aodmybyg309, md DzILMyemgdemgd0 dosyo3@om, Dogomamee, 
MR0(39MOS JAZM{d0b Mosbda, 56 BAMA LAs68Hymo ggemgboob dsoMo3do wes bgm~mdgmMyco 
a6g7ME6]6 aAMsIMambab 330MgQ}089d%9. (3bo~@os, gb AobsbygMyJd0 43qmgbo boMabbabss ws 
absbgdo SgMmoaboab 8HIdmMmMeESab qoogqMboG J 8ob bdmg06 oMJogdo. 

gZoem@obyes, md fobsbyMy{db Aggqbo dgbadgbgdab aomgemabbabgdom dgMmoabob gm- 
BmamsdoMogaob bdab abynbgMa, smdM|sm Zn~@dobo Essdydog9d~@. 9D badda~ob aodm- 
bo(3gdow@ dggoMfagm 65. fobsbyMg60, MmammM3 9~360dbg, oH aYym 3oMaa boMobboab, mob 
be93@0 dodobo, bs 306%9d0 cmomg03%9, 126393950, BmangMa LodeagMob ogmem@s wobsbyo- 
bo, 96 Esdmemgds. ONga LodmgMs MsdeEg6x%qIMdIQ OYm fobgMam~mon, Z9MAg3~aM domaob 
boaggagbmb. madi3o ay dgdcmb393960, Ame@gbs3 39M096G Jd0 abgma boob&gMgb~r wo 
gZobbbgo039dyem0 aYymr, MMd 39%(3 gMab 39M JgggcmagQm. osdoGmd g0d-(39dsdo Msde@gbodg 
LodmgMs, Jsgsmonse@, IgaMyemo BgbJz0 who ces Loasmmdgmo Jab sme@gs, bsMIme- 
ajbomns MMbInsbo Ed bodbdnsba Z39MasbGam (sy~@omdog. 1). 

2014 Bemob sagabGerdo, agMmdobyemo dbomob dagdmmogebgd0m babm jomobeody do- 
3emabgd0m 399d, bo3Ms dgMemabdo, Low~@s(3 dg0~@0 CEMob Jsbda~mby Aydomdeo bdob obyo- 
BgMasb AMMO. hoGoMdyomo gMaMdemago Aydomdab daw gaow@ gb b9M39dgd0 dademydab- 
0d33Z0MSO aobOmMMe@es, Mabmgabo(3 Caw Do~@mmdsb Imgobby6gdm 3-6 semdMyg3q 3Za~@dobb. 

dMHMd9G 390 LodqQdom foGoMeo dgILMYm|de~mgd0b dmb9(399gdms6 wo Lad~mgMmy|dob 
BH JLHqdms6 CEsz03doM dom, MMIQMOd BoM3ggyemo MomeEgbmds BmaxgM M3onmb dgdb- 
Hyemgdcmab boom aym AsbgMomo. LonbGyMgbms, Hrd bmaaghMa Jomasbb wobygdoma 
Lobgmerm go6saengd0(3_ 30 0 S4mbeoo Ja~rgdyomo ws dobodsdobse, ‘bmaygMh, bgmbobgMo 
BOIYAIOMSO ES Y3boyMo@s(3 30 aoImMayNM|dme@ds. ob939 493M Md oym aobsM33930 
30M6Z0M%]Jddn3. aobbogqmMgdqmo domabbIg739 wWoaggoMes LogymoMa Es aIMaMogoay- 
mo bobgmgdob wobowagboe. 

390(39doda dagnGsbgm bLodmegmgdob GByJbHJdo0. odagmd, Imagabe|s od bodmgmg- 
dab godagg3Ms, AmMAM|dbLo(3 HJLGo oH shee. EYE LIg7bs@mdob adm, gb bogdome 
Aaqema smdmhbeos. dgdmydabeosa3zoMo@ Jg3z9(309M, Y3gemo Lodmgmab GyJLGob boboe~ma 
donb(3 943930 4LoM dnbo. 

DqILMyAEMAdeEngdob dgbobgd ~sds8 qdoM0 O6Q3MMHdo(300b dm8mggqd0b dobbam, 8—m9- 
JGob dobsb69d Msdeg6ygMdg gobgo(3bo~@gm Mo~@om ws &J0r7g90@9(39dgd0b bLodyyommgdom; 
06939 Co0349303dOMEIM Yy3g9ms MgaomMbob BymMBygmab aobymoamgdsb, Modo3, IHL 
d99mb63930d0 wow@gdoma dgeEg—aA0 ardmo~Em. aosdmaggbdoyMby6 JadLMyemgdgemms Joo- 
AImdsgemgQd0. MBMdg8O DgZILMYEM|dmmo~sbd MMMAQGGBobL Agbobgd dmgadsmgqm (36mdgd0. 
350M 330, Hd BmangMan Jomgsba WsdMybeos 8y3gqmdo~@oeb (g9boe~ bjdaems30, EMI] Go 
amavyodg, 39M @gJ6 wo~osba, dabjo~@m JoMoas, 8~msGmb JgMg0dGod9, aMoamen bmMoge, 30J- 
{om dgaM|]~@od3Z0~0), bmMaa ~Ed039MA|S (g0boe~ Zoacmmdgzamo, MYMeEMM) MoMasdodg wo 
30mab 8MsG9 3263039). COMABYEMSE 0MZMIdo Bagmeammd yobdgaon, GmdgGma(3 (36mda~0 
JoMaggmo ImabvoyMob, agmaMosgab, bodbjeEMM eo bodmgasem Imeagobab, gomMan yod- 
S906 Z04yO y Qa. MNdZ0 L&ggRo6bda~a~@sb da~rgdqema o6by3MMds(300M, Mm &dobsMo 
Bagmmmd yoddga0 woomydss 1915 96 1917 Bgemb joM808 9ddo, Aggbb bg9ma sMbgdqemo 
sgqeamhsbsbyMo jo dgbMyemgdqemos 1918 Bgmb. LoMe@omb amagmosb dgbob 9d (36mdo- 
mas, Md ag0 WoMhse agMdobosdo; g9bo~@ bydqemogod Il Abmamam mdda(3 doo~m Imbsbo- 
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™mgMds. AmMaZo0_mMegb o6Q3MMdo(305 domo ANLozsmyMo dmbs3gdgdab dobsbgd0(3 — d93M0 
domasbo MAMI) sbo~masbMeomdsdog9 asdmaMAgmeas AgbogomyMo bagom, bman HMo~@o- 
(309qmo AgbogomyAMa MxYosba~@sb oym, gMM-gMa Jomgsbo Jas~mmdmoal myRobda3 jo ay~m 
Codo@gowyomo (comdg6Go amayjoda), BMAAgMON 39M%Z9E WzMo3{@o odo My 0d bo3M%39; 
Image6meagh BRM 8Bmgd0 LogMe3;gom 06 gggobob Eo 9.d. Ca~ do~@mmdsb Imgebbygbjgdm 
y3gcmeb, 30633 obg ayymobbdagMo@ dmgzow@s Aggbb mbmgbsb. Lodbybomme, Msde@gbdg 
AQdLMQegQagerdy 39M930M9% ObQAMMs3osb 39% dog093CmogM (3~s8mb IoRondy, aamMao 
Bomg3Madgagmo, Ramadg AQMxYa36gEm0, sgmMob~eom™ agagmos, semgdbob~eM] 3mMM3gqcm00, 
gMdowmy gyyMog30 96 yvyMog0). 

RobobyMgddo boMImMeEagbomas JoMa {ma GHMoe@ai3o0qjmoa Igbogab bodagg Iadomay- 
mds. Lageaymha Ladmagmgdn, mmo bogsmmdgmo Es JocmofMa RmmygammmMob bodydgdo 
(Amam%(3 sMdImbogemymMo, ob w@sbo3~mMn) 33630969 gMabdosbo, MMbdosbo ~wes bodb- 
dosba dgbMymgdom. gMambdasbos daMams@seE@ smdmbogemaAMJoMayomn Jomo )ymo bod- 
Mg9MgQd0. JoMa-jo6qMo, IgaMyemo, anMymo bLodmgmgdn bomdme@agbamns &Momb ws 
sbbsddm@mab dgbMymgdom. oqdi30 Looby MgLbmMs, Mmd Dogomamse, 38@mo08mb6 Ishoody, 
mdomabda d(36m3gMg{d0 Mogggmo, daMamsese Jomojym Lodmagmgdb obMyemgdb, doamed 
(3EOMMdL BMogdIZbGyemoe bodng9 bdob 389MGBoo odEgMmb. sboe~mmanyMns omoeboby ag- 
agmosb dag® dgaMyemo bsdbdosbo bLodmgMgdab bmn dgbmamgdo (oroomdog. 2). gb 
Rd Go JoMaqema dhogombdasbo sbMmgbgd0b, Imd~agmemab dagh 3qM8agocmob dobsasbo 
sOdob Bomgemo woesbGyMgdoo. 

IMogombdasbmoob YmMMdgd0E96, doMaMs@s@, KsMIMEAgba~@Mos SQMeEMbyemo dMo- 
30embdasbmds (mAMboge@m qm bodoag3gem) ©d bdomobgmob 3mbAMsbAyom 3063089 
sagogmo wobogemnMJoMagqamn badydgdo. MgZIgAMBwyoMo IAmagogb Lbgo~@obbg0 yobMab 
(boB95be, bojmmboem, dmmdab, moMogayma, 980390) JoMam-jobym, dgahaem, amen 
LodmgMgab; gobom asammdgomoab Mg3gMHyoMdo BoMdme@agbamns JoManmo ~Es MbLyMHo 
LodmgMgdn. smbsbodbog00 JoMaqm wos ybsd4yMH bodegmabydbQ sagdyemo gHao bodeda, 
Amdmoab HyJbHob bgmbobygMdo agagmosb dagh LomoyMo@ IobgMa~mns ,doMmgoeemyMo 
mda (Igam yen bLod~agMs — 338.) sAbsby7MHdo gow@oy3goboe~mo". 

bLoobGgMgbro, md @Wobogmgm LofJoMaggmmb bsMdmdow~agbemgdo0 (Leoemob a3, 
8Mam(3 od s6b5dde0 3) aqmqm ws dgamym bLodegmgdme6 gmmse@ obMyengd96 
JoMam- job bodydgdb(3 (oN~@amdo,. 3, 4). Joas~momseE, Lodegmob odsm Jocno (Ne 
40) obMyemgob J. QAybsooddo fobgMa~ma HMaM(3 ws J. Boaobdo fobgmMoa~ma Imdagmsemms 
393003 (N2 52); ob939, Lodegmob boddmdenm bagbymabs (NeN2 32 wo 49) Lbgoe@obb3o 
d5653do (Bogobob wes dowybb} Gob) IegMoob. 

LogajMgdgemos, md gb bodyQdgd0 dom AmbdAgba~EMa Bfmbweom, DJogoscmamoe, Cms~Em 
oMbosdzamoab, ambgd MoGomoab, LobeMM yzogbsdab, dy347 mmeamyob o6 L630 Mmdgendg 
anbeab dgbmymgdom; oyd(30, XX Loygybob wobsbyabo~@ob JoMoyemo boembyma bodeg- 
Gab dmbdgbs aModgoMgQnG dab Lodyoemgdome(3 Jgadmgdmes. Eobod3gd00, dogomamese, 
J. bsas6do, sbgma dhogomdbMaga Mg8IgMBwyoMo domme ghm, 06 Msd~gbodg Jgdbexy- 
mgdgemb 34fmbme@o (ogs~momse 304GMMH I7aMgmoadgoemb, Mmdgema3 shbodderdo sdjoMoe 
39033 9n0m0 maggMos) ©d 0439 ghbogmgdnbs EsboMAgbgdobsmgab, Ma(3 AMogee™bdosbo 
Sb8MMgZ69d0b d4mby JoMamggmgdb Bsdegamse oH aoygFoMeEgdme@on. 

AmamMMH?3 Robb, sMbydmdeo aobbogqmMgdom ImdqmoMymo bodmgMg9d073. Jogomo- 
Ms@ Jomo fnMa Lodegms, Mmdgmayy gha Jgdmb3yq30d0 fobgMo~@mns agagmosb ba~mm 
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Dg bLMyAmg|d0M ~s g6mM@gd0 LEMsgn9, dI7dm, (36m3MH7d5 (Ne 30), bmeam IgmM) dgdmb3930- 
do GHamb (gmMygemoo, 3xxM93o /96 yxyMog0/ Es bydymogo) IgbMymgdom Es Csbome.y- 
MgQdyemos, GmamM3 fggbo bmygMgds (Ne 44. sy~omdsg. 5). 0d qzZ06ob36gmb sbemogb 
ZobdoMGH joo, Hd gb oMab ,b&qjeg6GyMo bodImgms (Abo Agemens)". 

bBmMaagMan Lodmgmal HyJLAob Jobge3;om Jgadengds 30gaJfMmm, Mmd dodbMaymg- 
S90 (3OEOMMIES 29EdMg]3o Mogabo adyodobeE gma JeEamdsMgmds. dogsmomse, aomMaa 
Bomg3Mad30~m0 (LogsMoyoame, oes oymb 6993000300) Msd@gj6009 Lodegmab dm- 
Mmmb sdoGgdb mogob bobgmb, o6 LoG®y3qdb ,,gobgmo 30M"; Mogabo bgmam wobgMoma 
LodmgMab SgJbGob dmermb jo dosbgmb bobgmb, agoMb, 06 QMobob ,jgobgem0 dngo 30M". 
ghia bodaqdob (Ne 16, 67 Loh, ©9053) drme~mb jo, MMdI~moab HoJbGda3 Jodqamab wo- 
Lo(3030@ SHdmemodo dadogomoa AgmdsMa JgIDZ0@Md9d9 CIQ@dL, bog 3Madga~mb IobgmMa~@o 
o43b obgao boGy3gd0: »8y39 39M, 3960°; 93039 BomMMan bo~mg3Madgama sbhMamg|db (36m- 
dom Jomo Lodegmob mHo0g ogocnab bobsoeny3 (Ne 20), Amdc~ob mg dbo g34mg360b a. 
b3o6eoMbmgeb, myd(30 LOMoJmbgd0 ,(306gb 39% Agemrdom) / mMb gg~e@gm Jgdy4yMy Ig" 
Lodmgmab Aggbagab (36mdom g9Mn568 ddo sMbse dga3b3g9e@M00 (oqroomiog. 6). 

godm3gdabob figg6 gomgomabbobgdm dgMemabob gmbmaModoMagob goMy3gg4q~ 
ImabmgZ6gdb, MmI~m|dn(3 Ed3yeos y3gmo Lbgs Jggybob (389MQb, os8mboob, Agdbogob, 
LodbMgm-omdmbsgmgm 93Mms0b, sMobamonb, cmo30b) dog® aodm(39d4yem hobobgMgddo. 
gb of69d0 d(30%9 Smdob mM|bmgobo (qomayen @o obacmobym j693%9) 5oabo, mobeo- 
MQM MMO ymddoJGeabgom. Jgbogomda Ajzambsgema gog(36mdo fobsbgMgd0b dImgeng 
ALHMMash Eos ab|MMIs(30b BMM| Gob, JoMayemn ogeomdobo~mob, dgdbMymgdgmms 
dgbobg9d, Ladegmgdob GJbHJdb Eo Irmyzemg she Bogagdb. gHa ymd3o48eob3b9 ojbgd0 
gZobmogbgdqem0 sqwamdoboms, dgmMj0g 30 LyuoboMgdxyem0 (EM 347d968 960 — gamb3g0MQd0, 
LodmgMgdab &aJbGgdo0. aodmr3gdob wogyMmogn dJgdbMymgdmgdab, fodbyMgd0b, dobo- 
3900b sdbobggem gm&mgab. 

A3g60 sbMom, gb a9d-(39d5 MaM|{dyemns OMS doM8BM bsdq(36a9MM— KMggd0bomgob, 
M3d9E JAILMyEM|demadobgabo(3, GmMdmgd0(3 oJ JgbZ~—@gd006 Mod~Jbodg ~y(36mdo (dog. 
domoaqmo: gion bsbysemro acngba 394, (memo 97946935 JdsMbs, Bs30er Sygbs, go301~m0 
babs, Inb—emmda bsemabgzoers, sfoMyera b5739339m) Lodegmob bod4ydb ws sbg39 %m- 
gagman (36mdoma bLodegmab gobbbgo3gdyem 3g0Mosb 8b (Joa. mH0133 ogscmob bobsoeg3, 
Imenmenba, 03039 96306gbs cs y-qoombs, 39~069%»s, JGob&g smbogs (89a%9e0), 855M 
boggoMgenm, 696430 <ybo). 

M93 AMogoMoo, gobom3oMos od LHAmMsE@ dzIMbZg30M dggMgQd0~@ma o~sdoobgdob 
Lod gdbLMyemgdemm MLHoGHmdo. Hyggmdob 8o%mdgddo, se~mdom, ammo oH ofb6gdm@e bad- 
mgMgd0b Lbs3gmo, gMmdsbgmmsb dgdmgmMgds, obg gmJ3gom, Mg8gHa30gd0b AoGoMg|d0. 
OS3M, AGZGosE MaMyZdyemns agMdsbgm Agqi3bagMoms gqddoMaGa 8MHmagbombsemndo, 
Amdmoab Ig~wga0E9(3 EMML dabodemgdmmds agoJgb g03936mMam XX boy 36ob ~obsbyobob 
Logo@obb30 bombgdobao6, dom dmMab Jomanggmmsasb, hobgMam bIm36 dobomeb. 

A3960 sdMam, 3093 JRMM Dbad3Zbg~mmgobos ob goJGo, md od fobsbgMgd0b J9d- 
39Md0M J3MM85do B0M3Zg7moe asa(36gb JoMayemn bombyMa IJhogembdosbo Lodegme. 
abgmo dg3bogMQd0, MmamMy|da(3 9YZ3696 MmdgMB mobo, agmMa Aybgdobo, baggMac 
Boe@gmoa, doMogb dbsa@gmo, gMo38 d&mydobo, Jamo AmbIg7baLMs6Hs39 wonbS _Mgbe@bg76 
JoManemo IMogombdosbmdab boMdmdmdom Es ~oabygb Bobo dobbsgmo. 
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b0d9(3609MM CmaGgMsGyModo Jamgayoema HMgoe~mbodoMabam, IMogembdosbmdo 93m- 
80b Imbs8&mgoMos Cod M30 Lo~dg Lbgoa06 oMbydmdb, gb LEmM\e@ 93mMM3qma Agbogab 
gogm bob dgw@ga0 qbeo oymb. sdoGmd Igw@oMgdom0 Axybo3zobd(3mebgmdob dodeg3Mgd0 
(mobo, dybgds60, Dbsa~gMo) yZg9m@msbo0%, Dom AmMab JoMay~@ IMogoembdosbmdsbo(3, 
gZobaboens3e@b6g6 days Loy jybgqd0b g3Mmdq~m dhogoembdosbmdsbosb gogdoMdo. mxyd(30, 
JoMaqmo IMogoembdosbmdob aoM33g9qembomoe@ dgbbogmob dgdega, aodmam|go Imbsd- 
HgJdo, Hed ag0 LHymose wCsdmyjgo~@gdgmo Imgmp9bso, AmdAgma’3 Jgad~mgds J3mM384yem0 
8MMQMbaabagZab AMa-gha DobsbMemgdgm BysMmbs3 yo boMImose@agbeogb (Hanenp: 
54, (30acmgM0, 1989: 129). 

dabe@s Imgny306~M sdmbsMogo0 Ly bsb (3aagemgMab BogM Ill Lod3mboyjIS] bogambamo 
ImbLybgd0~@0b BmemngMbas wo d6g9MC@obob YMbMg H5dsO0 oHJa30b ob {amano 6dm306o 
fob6569M 730: yl Abmgcmom mdab EMMb, sgbMoymo Eo agMdobyomn dobsggdo0b fobsby- 
Mgdb drmMoab, Jomanmoa IMogombdosbmdob b0djd960 asbe@s AqbogomaAmo Ma3ImM~mqy(300b 
dob9b0, Modo(3 daggaygob69 A9gMMdqmo IMsgo~™MbIosbmdab sbo~m M|{mMMngdsdE9" ((30a@~9- 
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NINO NAKASHIDZE 
(GEORGIA) 


AUDIO RECORDINGS AND PERFORMERS OF THE 
BERLIN PHONOGRAMM-ARCHIV AND 
TBILISI STATE CONSERVATOIRE JOINT PROJECT 


During the First World War the Royal Phonograph Society of Prussia on the wax cylinders 
made sound recordings of the material (conversation texts, legends, songs and their texts and so 
on) from the prisoners-of-war, Georgians among them, inmates of the military camps situated on 
its territory. This information was known to us. As early as the first half of the last century Mr. 
Grigol Chkhikvadze translated from the German language the Songs of Russian Prisoners-of- War, 
published by Robert Lach in 1931 in Vienna, and Zigfried Nadel’s Georgian Songs (1933, Berlin), 
but no one could get access to the corresponding sound recordings. 

A small part of these recordings first appeared in Georgian in 1962. Sergi Zhghenti, a famous 
Georgian linguist and public figure, when being on a business trip to Germany brought from Berlin 
University four Gurian songs performed by Georgian prisoners-of-war (a trio — Viktor Megrelish- 
vili, Grigol Khorava and Kalistrate Kankava). In 1964 information about this fact was published in 
the Komunisti newspaper, and in 1968 unique recordings of Berlin University were broadcast on 
the Georgian radio. The author of the programme was Ms. Nato Moisdrapishvili, a musicologist, 
who discovered these recordings at Chokhatauri Museum of Regional Studies. At that time this fact 
somehow did not attract due attention. As Ms. Nato wrote the first serious interest was shown in 
1988, in Borjomi, where, at the Republican Conference of Polyphony, the German ethno-musicol- 
ogist Susanne Zigler presented some songs from the Berlin Archieves to the public and told them 
how they had been recorded (Moistsrapishvili, 2011: 105-106). 

It was Ms. Susanne Zigler who, in 2014 suggested to the International Centre of Research in 
Traditional Music that these recordings be published jointly. The Director of the Center Ms Rusu- 
dan Tsurtsumia welcomed the suggestion and we, Nino Kalandadze and I started work with great 
interest. 

The recordings were made in 1916—1918 in the German cities of Manheim, Ordruf, Minster, 
Fuchheim and Sagan (which belongs to Poland now). The songs were recorded on wax cylinders in 
one of the camps. Though some performers and songs caused such interest from the very beginning 
that for instance. the singers were taken to the officers’ salon or to the barracks of the Protestant 
Church and the recordings were made anew on the gramophone disks. These recordings, certainly, 
are of a better quality. Apart from the recorded material Ms. Susanne brought documentary material 
as well — questionnaires, texts of the songs. 

It was decided that the recordings would be cleared up technically by Albrecht Vidman, a 
sound engineer at the Berlin Museum of Ethnology. There were 90 specimens in total, of which we 
have chosen 65 songs. Of course, the recordings were not of a high quality, there were alien sounds 
— hissing, some scratches, some songs lacked the beginning or the end. Some specimens were per- 
formed twice and we had to choose one variant, though there were some cases when the variants 
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were so interesting and different that we were unable to ignore either of them. It was the case when 
one song was performed both in two-part and three-part variants. Such was the Megrelian song 
Zeskvi Ucha and the chant Christ Is Risen (audio ex. 1), when we decided to preserve both variants. 

We planned all this work in Tbilisi and in August 2014 Nino Kalandadze went to Berlin on 
a business trip at the invitation of the German side. There she worked with the sound engineer for 
seven days. As a result of their joint work these faults were corrected as best as they could, for 
which we extend our thanks to Mr. Albrecht Vidman. 

A lot work had to be done in connection with the information about the performers and the 
texts of the songs, a certain amount of which had been written down by the performers themselves. 
It is noteworthy that some of them did not even have a primary education and accordingly their 
writing sometimes looked a little odd. Much was to be clarified in the questionnaires as well, where 
we did our best to determine the personal and geographical names. 

During the working process we decided to include the complete texts of the songs in the edi- 
tion. Therefore we had to decipher the songs which were not accompanied with texts. As the sound 
quality was bad this proved to be very difficult. We tried to restore at least a small part of all the 
songs as best as we could. 

The recordings present Georgian traditional rural and urban folklore, both their western and 
eastern branches and some hymns. The performance is monophonic, two and three-part. The mono- 
phonic songs, which are mainly Easter Georgian urban songs, are performed by Platon Machaidze 
from the village of Skhvava (Ratcha Province), Giorgi Nareklishvili from the village of Qandaura 
(Kakheti Province), Vasil Gagloshvili from the village of Ghartai (Kartli Province) and Philipe 
Murjkineli from the village of Baraleti (Samtskhe-Javakheti Province). Three songs were recorded 
in Ordruf, we do not have any information about their performer. 

Though Athanase (Avtandil) Gegelia’s (from the village of Salkhino, Samegrelo) solo perfor- 
mance was recorded, he also sings multipart Megrelian songs and one hymn (audio ex. 2). 

The trio — Alexander Korkelia, from the village of Tchitadsqaro, Ermelai (Ermile) Kurava, 
from the village of Mokhashi and Vasil Khubulava from the village of Eki (all the three are from 
Samegrelo), was recorded in the city of Puchheim, the skill of their performance is truly amazing. 

And finally, in the city of Sagan the performance of a group was recorded, of all of them only 
one, Nikoloz Qazbegi, a captain of cavalry, was from eastern Georgia, namely from Stephand- 
sminda (Khevi Province); all the rest were from western Georgia — Sardion Gogelia (the village 
of Aketi, Guria), Domenti Goguadze (the village of Dzimiti, Imereti) Varden Dadiani (the village 
of Ochkhomuri, Samegrelo), Theodore Targamadze (the village of Sajavakho, Imereti), Calistrate 
Kankava (the village of Khorshi, Samegrelo), Victor Megrelishvili (Chokhatauri, Guria), Michael 
Kiria (the village of Redutkhale-Qulevi, Samegrelo), Platon Shervashidze (the village of Darcheli, 
Samegrelo, and Grigol Khorava (the village of Ushapati, Samegrelo). 

In order to obtain more information we made announcements on the radio and TV; we also 
got in touch with the department of culture in every region, which in most cases was successful. 

The employees of the departments or the descendants of the performers answered us. It was 
found out that some of them returned home, some were lost in the war, or fearing the Soviet repres- 
sions went abroad and never managed to get back, some even took part in World War II. They also 
provided information about their musical talent — many of them were distinguished for their musi- 
cal gift even in their childhood, some were born in the chanter’s families, some played this or that 
musical instrument very well; they sent us photos were they were shown with musical instruments 
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or in the process of dancing and so on, but no information was found about some performers. We 
are deeply grateful to all who took this problem to heart. 

We'd like to say a few words about the repertory. There are songs of various genres, Kar- 
tlian-Kakhetian, Megrelian, Gurian. It is noteworthy that representatives of Western Georgia (solo- 
ist, trio and ensemble) together with Gurian, Megrelian, Abkhazian songs also perform specimens 
of Kartlian and Kakhetian songs (audio ex. 3, 4). For instance the song Tamar Kali is performed 
both by the trio, recorded in the city of Puchheim and a ten-men ensemble recorded in Sagan; or 
the same ensemble of Sagan and the soloist Athanase Gegelia recorded in the city of Miinster 
the song Samshoblo Khevsurisa. It may be presumed that they had heard this song performed by 
Sandro Kavsadze’s or some other choir, it is true that beginning from the twentieth century it was 
already possible to listen to Georgian folk songs recorded on gramophone discs, but it must have 
been possible only for those who lived in big cities; it is less likely that village dwellers had such an 
opportunity, though there may have been some exceptions. 

There seem to have been especially popular songs, such as the urban song which in one case 
is recorded as a solo performance by Gegelia and is called Chveni tskhovreba (Our life) (audio ex. 
5), but in another case it is performed by a trio and is called Studenturi simghera (Students’ song, 
a Russian tune). 

It is interesting that Athanase Gegelia and Platon Machaidze when singing try to perform all 
the three parts fragmentarily, so here there is a clear case of covert polyphony. As for the forms of 
polyphony mainly the drone (eastern Georgia) and the contrast (western Georgia) are represented. 

When publishing the material we always take into consideration certain requirements of the 
Berlin Phonogram-Archive, which are observed in the recordings published in all other countries 
(Brazil, Lithuania...). This is going to be a small edition in three languages (Georgian, German and 
English) with two compact discs. The introductory part will include a brief, general history of the 
recordings and the information about the project, Georgian audio material and performers, short an- 
notations (commentaries) on the songs and their texts. On one CD there will be the audio material, 
on the other — the scanned documents — questionnaires and the texts of the songs. The edition will 
be supplied with photographs (of the performers, camps etc.). 

In our opinion this edition will be valuable not only for the scholarly circles but also for the 
performers, who may get acquainted with the specimens of some unknown songs and also original 
variants of some well-known songs (e.g. Mtsvanesa da Ukudosa — Green and Hatless). 

What is the most important the performing skill of the people, whose getting together was 
incidental, is amazing. It must have been rather difficult for them to learn songs and coordinate the 
voices in captivity, i.e. to hold rehearsals. 

Judging by the texts of some songs we may think that the performers tried to express their 
condition and mood at that time. For instance Giorgi Nareklishvili adds his name at the end of the 
recordings of some songs, or says, “I’m from Kakheti’”, and at the end of the text, he put down him- 
self, he writes sometimes his Christian and family name, sometimes — /’m a Kakhetian Boy. And at 
the end of the song Ganshorebis simghera (No. 16), where a son going to war to defend his mother- 
land says good bye to his mother, Nareklishvili wrote such words: /’m a prisoner of war, Geni; the 
same Giorgi Narekishvili performs the song Ortav tvalis sinatlev (No. 20), which is a well-known 
urban song. The text belongs to Skandarnova, though it is a lyrical song and such a text “I’m in pris- 
on, staring at the four walls” has not been attested in any other variants of this song (audio ex. 6). 

In our opinion more important is the fact that it was due to these recordings that Georgian 
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multipart folk songs were heard in Europe for the first ttme. Such scholars as Robert Lach, Georg 
Sch6neman, Ziegfrid Nadel, Marius Schneider, Erich Schtockman immediately after hearing them 
got interested in Georgian multipart singing and its provenance. 

According to the scholarly literature of this period, the idea that polyphony was a European 
achievement was prevalent in Europe and if it was present anywhere else it was the influence of this 
music. Therefore all of them — Lach, Schéneman, Schneider among them who were the followers 
of comparative musicology, viewed the polyphony of all peoples’ Georgian polyphony among 
them, in connection with medieval European polyphony. Though after definite scholarly research in 
connection with this issue all of them changed their views. For instance Ziegfrid Nadel came to the 
conclusion that Georgian polyphony may have originated from the local polyphony of the heathen 
epoch, and in his work he expressed his opinion on the hypothetic level about the emergence of 
polyphony in Georgia and its subsequent spreading in Europe (Nadel, p. 54; Ziegler, 1989: 129). 

Marius Schneider at the initial stages of his scholarly career thought that Nadel’s suggestion 
about the connection between the Georgian and European polyphony was early. Though, subse- 
quently, he voiced his doubts about the European origin of polyphony. He hit upon an idea that it 
was Europe that was nurtured by the Georgian (and not only the Georgian) polyphony. 

Robert Lach and Georg Schéneman came to the conclusion that such a musical phenomenon 
may have emerged in different parts of the world independent of each other and Georgian polyph- 
ony was just such a phenomenon. 

I would like to present an excerpt from Susanne Ziegler’s paper presented at the Third Sym- 
posium, “During World War I of all the recordings made at the Austrian and German camps, the 
specimens of Georgian polyphony became the cause of the musical revolution which led us to the 
new understanding of European polyphony and new theories” (Ziegler, 2007: 553). 

And, finally, I wish to thank all those who participated in carrying out the project and especial- 
ly Ms. Susanne Ziegler who gave us an opportunity to make these recordings available for all who 
appreciate Georgian folk songs. 


References 


Lach Robert. (1931). Gesdnge russischer Kriegsgefangener. II]. Band: Kaukasusvoélker. 2. Abteilung: 
Mingrelische, abchasische, svanische und ossetischeGesdnge. Transkription und Ubersetzung der 
Texte von Dr. Robert Bleichsteiner (= 65. Mitteilung der Phonogramm-Archivs-Kommission Wien) 


Moistsrapishvili, Nato. (2011). “Otar chijavadze, anu gmiruli sulis zeimi” (“Otar Chijavadze or the Tri- 
umph of the Heroic Soul”). In: Otar Chijavadze 90. Editors: Zumbadze, Nato, Matiashvili, Ketevan, et 
al. Pp. 97-111. Tbilisi: Chokhi (in Georgian) 


Tsintsadze, D. (1964). “Utskhoetidan dabrunebuli simgherebi” (“Songs Returned from Abroad”). In: 
Akhalgazrda komunisti, 15 December. Tbilisi (in Georgian) 


Ziegler, Susanne. (1988). Kaukasische Mehrstimmigkeit im Spiegel der deutschsprachigen musikwissen 
schaftlichen Literatur. Vortrag in russischer Sprache in Bordzhomi (Georgien, UdSSR). In: Von der 
Vielfalt musikalischer Kultur. Festschrift Josef Kuckertz. Hrsg. Riidiger Schumacher. Wort und Musik 
0- Salzburger Akademische Beitrage Bd.12, S. 587-596 


180 Nino Nakashidze 


Ziegler, Susanne. (1989). “Kavkasiuri (kartuli) mravalkhmianoba germanulenovani samusikismcodneo 
literaturis sarkeshi” (“Caucasian (Georgian) Polyphony in the Miror of German Musicological Litera- 
ture”). Journ.: Sabchota khelovneba, #1: 125-131 (in Georgian) 


Ziegler, Susanne. (2007). “Polyphony and Historical Sound Recordings of the Berlin Phonogramm- 
Archiv”. In: The III International Symposium on Traditional Polyphony. Proccedings. Pp. 555-561. 
Editors: Tsurtsumia, Rusudan and Jordania, Joseph. Tbilisi: International Research Center for Tradi- 
tional Polyphony of Tbilisi State Conservatoire 


Handwritten sources 


Nadel, Siegfried. (Undated). Gruzinskie pesni (Georgian Songs). Translated from German into Russian 
by R. Chaker. Typewritten manuscript kept at the Arcive of the Georgian Folk Music Laboratory, 
Tbilisi State Conservatoire. Source: Nadel, Siegfried. (1933). Georgische Gesdnge. Berlin. Lautabtei- 
lung. Leipzig: Otto Harrassowitz 


Audio examples 
1. Kriste Aghdga (Crist ise risen) — West Georgia mode, Easter Troparion. 1917. Puchheim. Performed 
by Alexandre Korkelia, Ermile Kurava, Vasil Khubulava 


2. Alipasham gvighalata (alipasha betrayed us) — Acharan-Gurian epic song. 1917. Munster. Performed 
by Atanase Gegelia 


3. Alipasha — Acharan-Gurian epic song. 1918. Sagan. Performed by Domenti Goguadze, Viktor Megre- 
lishvili and Grigol Khorava 


4. Namgalo (my iron sickle) — Kakhetian, work, sickle song. 1918. Sagan. Performed by Sardion Gogelia, 
Domenti Goguadze, Varden Dadiani, Teodore Targamadze, Kalistrate Kankava, Viktor Megrelishvili, 
Mikheil Kiria, Nikoloz Qazbegi, Platon Shervashidze and Grigol Khorava 


5. Chveni tskhovreba (Our life) — Urban, table song. 1917. Puchheim. Performed by Alexandre Korkelia, 
Ermile Kurava, Vasil Khubulava 


6. Ortav tvalis sinatlev (Light of my eyes) — Urban, lyrical, love song. 1916. Mannheim. Performed by 
Giorgi Nalekrishvili (Nareklishvili) 


Translated by Liana Gabechava 
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SMIQNGNILN IMIBO9CbINSEMSNL 01SE6E9IINRMHMI ILIMIOMIMS5 
SVIMLSNBLID) LODJSHNBINMb 90INS69014N 
(2012 BILL QIBININL MSNMEIN KOEIMNAN BLS“ NL 3NbIL3NN)) 


CMgZ06Eg9m0 Cxdgmoab H-ba MHsd~Ej6099 gnbmMaMogay@ 3yombgb— Jomamoab bsbomb, 
donogmgab, ayy@odoyoMb, Qdogbo wo bgghyMgab ogMmnsbgdb. qdqomme J. eqdgnob 
sbemmde@gd90M] Lagamgda JgMmagoM goMe@sdoz30~ Bmbos~@ Jgad~mgds dagohboma doMbs 
© Jasb Immob. Aga0mba adame(3 LoobSyMgbmMs, Md wexuydgmob JodegdsM) Lmgmgddo 
(36M3HMdb Jrab Logmgdo@ob Lbgs@obb30 EMmMb JoaMoMgdqmoa Imbobmg|mds(3; gnbm- 
AMoQaQma Kayjggoob odagoMa IM030~may9Mm369d9 2012 Bomb figd dagm bLoJomanggemmb 
QMMyzemmMab LobgmdbagQm (396GMawsb HoGoeMjdye~ gb38gc@0(309dd0(3_ GodIMAb~@s. Jodm- 
3abams3 ba3gbyMgmdo (beng. sMOM do), 93ds3do (beng. vadagmoyMaedo), dyoommea cwxy- 
Dgaab aoMdgdm oMbygdqem Logmgdda, ay~@odoyoMbs wo daogqmgado hobyMoe@o dobogmob 
Boboemb, Mmdgmais 3933949 BoMdmeagbsb dg4dbob FMseagayema dhogombdosbmdob 
0565d9@MM39 JeEamdsMymdobyj smdmbogmga boJoMaggemmb Imosbgndo. 

bojoMaggemmb L630 gymbggdob dbasgbow~, gmMmdsbgmab agqmmom wxndgamob 
Msambdayz_ MabooMbygdmdb GHMo@ai3aqema, dgweosMgd0m oboema wes wobemgbo Mg8gM8yVo- 
Mo. 60-70 Bgemb goeoamgdqm Momdoda IMdqmoMamMoas HMsea3oy~m0 ~s BmangMooa 
Lodgmmes mgdoGoj30b Lodegms, odgnsmoe@ — sbsma. sboemasbMeogoo qaMoHgbmdob sbs~ 
God gobeagh LodmgMydb sboggdg6, ®Mowa3oqem LodmgMygdb yo domosb (3j~@o0@, 96 Logm- 
DME smM sbhMyamgdgb. 


GMIEa3ANEMO MQ39MBQoMabL Imdogds, MMamM3 Bgba, mmMo-bsda s~@sdosbabasbeross 


gbodemgdgmo. oH 3Mq AdZnsM9E@, IMogZoembdnovbo Lad~rgmMs ghan JgdILMymadmmobasbs3 
RodabgMas. 0da30% d9dmMb63939ddo dogdsMmo3ge@o0 fobgMab gmddabaMgdqm JAgnmeb — 
AMIE JMsEmo WbLIGFG@S MsgZabo39 bsIM|ML Cs symemgd~@o Agbodsdob bIsb (oy@omdsg. 9, 
11). 

SOZIMMSMHAZN MgemanyMa CEm|bobbsyeo (,bsmds") BydI dog Imgmoam y3ge@o 
B3ymbgdo Em3bomos Ed, bdoM dgdemb3939dG0, dabo mobdbemgdn Anbogo(3 yogmb ((3bseo08, 
abgmo EMmbam sMsM, MmMamMmM3 606). sMbadbyemn MaSjoemo gobbbgo3~@gdo IJoMomde- 
CoE JdmyMa Loeggmgbom AbsbyMgdoba06 Eo JMobGosbmdobs Eo bsMIsMamdnb LobmgbL 
boMImMs~@agbb. 

bsGmdab LodmgMgd0e@ob smbsbadbog0e 99MbabobL GMHos@o0(300b oemog-omog, (336m 
dgdmbsbgo. eErgh 939MbobobL, doMomse@se@, 99d539(3960 bsmdob IobyQmamb a8y3006, 
dob dgdega, Jemm303b Loberdo CsdMxybgdo0 dagqdmos. B9MboLSL CEogabygdob JobmdmMag0 
bobooma o43b. odob gMim-ghan wob&qjMos dao Lodegmaw@sb aobbbgo396qm, 9. 6. ,Rdow- 
Mob" 356a09 aoswobgmes (syw@omdoeg. 1, 0:25-~@06). a9Mbabs mGo gxybeab Imbs33eg-- 
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OTAR KAPANADZE 
(GEORGIA) 


THE CONTEMPORARY STATE OF TRADITIONAL POLYPHONY IN 
THE EAST GEORGIAN MOUNTAIN REGIONS 
(BASED ON MATERIALS RECORDED IN DUSHETI DISTRICT, 2012) 


At present the Dusheti district includes several ethnographic regions — part of Kartli, Mtiuleti, 
Gudamagari, Pshavi and Khevsureti. The villages situated in direct proximity to Dusheti may be 
considered a sort of transitional zone between the lowlands and highlands. The region is also inter- 
esting because in the villages close to Dusheti there are people who migrated from the mountainous 
villages at different times, such a diversity of ethnic groups being attested in the material of the ex- 
peditions I organized under the aegis of the Folklore State Centre of Georgia in the year 2012. This 
paper is based on the material recorded in Khevsureti (the village of Ardoti), Pshavi (the village of 
Udzilaurta) and directly in the villages in the vicinity of Dusheti. It will create a clearer picture of 
the contemporary situation of traditional polyphony in the Eastern Georgian highlands. 

As in all other provinces of Georgia, in Dusheti also, the traditional, comparatively new and 
the newest repertories exist side by side. With the generation over the age of 60 -70 traditional and 
some songs on the Soviet themes are popular: they rarely appreciate new songs. Young people 
prefer new songs, as they know traditional songs very badly or not at all. 

As atule, the traditional repertoire is remembered by very few people. Quite often I recorded 
a traditional multipart song by one singer. In this case I used a combined method of recording — the 
performer listened to his/her own singing and then sang the accompanying part to suit the recorded 
melody (audio ex. 9, 11). 

In all the parts of Georgia that I have visited, the local religious feast (“Khatoba’’) still exists 
and in most cases the corresponding music is still performed, though not as much as in the past. 
The cited ritual Khatoba differs from the Orthodox divine service and represents a synthesis of 
Christianity and paganism. 

Of the Khatoba songs the tradition of Perxisa (traditional round dance) is still alive in some 
places. At present Perkhisa is mainly sung by men at the end of Khatoba, and after this the devout 
may go back home. This song is forgotten almost everywhere and by everybody. One of the proofs 
of this is the going on to another tune in the middle of the song (audio ex. 1, from 0:25). The form 
of the performance — antiphony — is also drifting into oblivion. In such cases, in order to protect this 
form some Khevisberis' specially explained to young people they should repeat whatever he said 
word for word (vidio ex. 1). 

Perkhisa is traditionally a two or three-part song. Quite frequently villagers today find it im- 
possible to accompany it with a rather simple bass part (even such singers who have quite good ears 
for music) and instead of multipart singing a monophonic song, sometimes performed in unison or 
even irregularly and erroneously, is heard (audio ex. 2, 3). It is also conditioned by the fact that the 
traditional manner of performing is forgotten and the part of the top voice is sung by several people 
instead of one. 
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Sometimes the process of forgetting Perkhisa goes further than that: in the village of Ardoti 
(Khevsureti) not only had they never sang Perkhisa but they could not even remember its name or 
if it ever existed. 

In the course of the ritual Perkhisa was performed most correctly at St. George’s sanctuary in 
the village of Chokhi, Gudamaqari, where this song can be heard only once a year on the very last 
day of the Holy Virgin’s Feast (Khatoba), August 29 (video ex. 2). Independent of the associated 
ritual it was also possible to make a high-quality recording of Perkhisa in the village of Chitaurebi, 
Mtiuleti, the Tchartli community (audio ex. 4). 

Another traditional wedding round-dance song of Eastern Georgia, Jvari Tsinasa (lit.: “in 
front of the Cross”) is no longer widespread there. According to the information ethnophores pro- 
vided, its performance during wedding parties occurred only among “the old performers”. In some 
villages Jvari Tsinasa disappeared from everyday life from the 1970s. In spite of this versions of 
the song can still be recorded (audio ex. 5). 

We have made some recordings of the Mtiuluri Tchona. The specimen performed by children 
is monophonic (audio ex. 6), and those sung by the grownups are polyphonic. Multipart Tchona 
songs per se are built on different tunes, one of which belongs to the Mtiuleti region directly, an- 
other is founded on the popular tune widespread in Khevi; multipart Tchona songs proper are built 
on different tunes as well. One of them is directly from Mtiuleti (audio ex. 7), the other is founded 
on the popular tune widespread in Khevsureti (audio ex. 8); the Tchona sung during the festival 
Berikaoba attested in the village of Tskhvedieti (a Gudamagari village situated on the territory of 
Mtiuleti) is also different (audio ex. 9). It is noteworthy that in a certain region of Mtiuleti Tchona 
is performed not at Easter but at Christmas, which in some way refers to the common prove- 
nance of the Alilo and Tchona (Garaqanidze, 2011: 55). 


The collected material provides the possibility of learning more about a concrete musical dia- 
lect. For instance the songs recorded in this or that part of Mtiuleti along with differences between 
them coincide with the location of the historical provinces (Khada, Tskhavati, Chartali) (Itonishvili, 
1986) in the territory of Mtiuleti: some songs for the Khatoba feasts (Risudarale) (audio ex. 10) 
were attested only in some villages of historical Tskhavati. The songs, recorded in the village of 
Chitaurebi (Chartali community), to some extent differ from those recorded in the Khada —Tskha- 
vati villages. 

Among the people over middle age the tradition of “Kapiaoba” is still preserved. The Kapias 
recorded in Mtiuleti (audio ex. 11) and Gudamagqari (audio ex. 12) are two-part based on the so- 
called Pshavian melody. Here I should like to add that of all of the humorous songs by a single 
performer, known as “tsalpa shairi” and accompanied by the panduri (three-string long-neck lute), 
are very popular (audio ex. 13). 

The tunes that were introduced from the neighbouring provinces are quite popular; such is 
the Tushian tune (among Khevsurians, the Mtiuli, Gudamagqarians) (audio ex. 14, 15), which is 
more popular with the middle-aged (under 50) singers. Some performers think that this melody is 
not Tushian but local (e.g. in Mtiuleti). In Mtiuleti there are also songs and tunes introduced from 
Kartli (audio ex. 16) and supposedly from Khevi (audio ex. 10) as well. Here I must add that North 
Caucasian tunes are also popular, particularly with the younger generation 

Of all the songs of the new formation now I shall touch upon two large groups: 

1. Songs, composed by traditional singers, based on the harmonic language of Georgian folk 
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songs. They are also performed on the diatonic panduri, but more often on the balalaika and chro- 
matic panduri (overall, a regrettable tendency to supersede the traditional diatonic instruments by 
chromatic ones can be noticed). Such types of songs are characterized by the following harmonic 
progression I —I°, -I —VII —I? (audio ex. 17). Bearing in mind that traditional songs for the panduri 
are not greatly characterized by such an emphasized lingering on I°, and again returning to the 
initial chord, a question arises: can the harmonic progression mentioned above be considered as a 
folklorized version of the popular European harmonic change of the major-minor system, where 
the European subdominant is turned into I°, (in European writing this would be IV°,), and using the 
natural 7" degree instead of the dominant 5"? 

2. In the songs of the 2™ group the major-minor harmonic thinking is clearly brought to the 
foreground. Such songs are performed only on chromatic instruments and are mainly composed by 
young authors (audio ex. 18). 

Of the new tendencies special mention should be made of the trio consisting of the accordion, 
clarinet (or duduki) and drum, which became especially popular with the older generation, though 
here and there they still may be present (e.g. such a trio was recorded at the Khatoba feast in the 
village of Chokhi). In most cases the repertoire of the trio consists of songs belonging to the Ori- 
ental branch of the urban songs (audio ex. 19). In the performance of the ensembles of this type 
the influence of the Oriental, Middle-Eastern music expressed by the vocal style and the use of 
melismatics is felt especially strongly. 

Only in exceptional cases it is possible to record traditional songs or tunes from young people. 
Unfortunately the younger generation shows almost no interest in the true, ancient musical tradi- 
tions; they have replaced it with the new, comparatively easy, and rather low-quality music. This 
change of taste in favour of a rather low-quality repertoire, radically different from the aesthetics of 
local music is shown distinctly by the picture present at some Khatoba feasts: from the cars lined 
up along the edge of the road you can hear anything but traditional Highland music. 

In my opinion the lack of interest in Highland songs is also conditioned by the difficulties 
connected with their performance. I recall the worries of an elderly woman living in the village of 
Shuapkho, who said that her children and grandchildren could not get the knack of the Pshavian 
song she tried to teach them (it is no mere chance that the regional and urban ensembles use the tra- 
ditional repertoire of the eastern Georgian Highlands very rarely). Therefore alongside with field- 
works, effective measures should be taken to arouse interest among the younger generation (the 
natural owners of the Highland musical treasure), for it is they that can lend the proper sounding to 
this music and can preserve it. 


Notes 
' Khevisberi (lit.: “the oldest man of the gorge”) — the leader, chief of highland regions of Georgia both 
in secular and religious affairs (translator’s note). 


? Important note: I6 , among Georgian musicologists denotes not the G-C-E chord on tonic C (as it would 
be following classical music nomenclature), but the chord bass of which is C: C-F-A. 
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Audio examples 


e 


. Perkhisa — Gudamagari, village Chokhi, “Pirimze” shrine. 22 May, 2012, soloist — Tedo Bekauri (Cult 
servant), bass — Otar Kapanadze (recorder). Archive of the State Folklore Centre of Georgia (further 
ASFCG) 


2. Perkhisa — Gudamagari, “Saghmrto maghali” shrine. 22 July, 2012, beginner — Nodar Aptsiauri (Head 
of the Community), ASFCG 


ies) 


. Perkhisa — Pshavi, Beri Kopala shrine, 28 July 2012 beginner Ioseb Kochlishvili (Cult servant), AS- 
FCG 


4. Perkhisa — Mtuleti, village of Chitaurebi. 24 November, 2012 performed by Lado, Archil, Giorgi and 
Gogi Gogishvilis, ASFCG 


Nn 


. Jvari Tsinasa — Mtuleti, village of Chitaurebi. 24 November, 2012, performed by Lado, Giorgi Archil 
and Gogi Gogishvilis, ASFCG. 


6. Chona — Mtiuleti, village of Kvesheti. 27 April, 2012, performed by Tamar and Rusudan Narimanid- 
zes, ASFCG. 


7. Chona — Mtiuleti, village of Lakatkhevi. 27 April, 2012, performed by Elisabed Jermizashvili (origi- 
nally from the village of Tskvere) 


8. Chona — Mtiuleti, village of Chitaurebi. 24 November, 2012, performed by Elisabed Jermizashvili 
(originally from the village of Tskvere), ASFC 


9. Chona — Mtiuleti, village of Tskhvedieti, 28 April, 2012 all three voice-parts perfomed by Tedo Apt- 
siauri, ASFCG 


10. Perkhisa (Risudarale) — Mtiuleti, village of Lakatkhevi. 27 April, 2012, performed by spouses Va- 
lerian Karchaidze [mtkmeli (second voice)] and Elisabed Jermizashvili [modzakhili (first voice)] and 
Otar Kapanadze (bass, recorder), ASFCG 


11. Kapia — Mtiuleti. 27 April, 2012. Performers: Grisha Narimanidze (soloist), Pavle Burduli (soloist) 
and Gela Burduli (bass) from the village of Kvesheti, ASFCG 


12. Kapia — Gudamagari, village of Chokhi. 28 August, 2012, perfprmers: Grisha, Rezo and Ivane 
Chokhelis, ASFCG 
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13. Shairebi (comic verses, with panduri accompaniment) — Dusheti District, village of Davati. 21 
March, 2012, performer Ilia Vardishvili, ASFCG 


14. Song on Tushetian tune — Khevsureti, village of Ardoti, 10 Yune, 2012, performer Dzilo Zbiadauri, 
ASFCG 


15. Song with garmoni accompaniment — Mtiuleti, village of Kvesheti. 26 April, 2012, performers Je- 
mal Beniaudze [m¢kmeli (second voice) and garmony pleiar] and Patima Bekauri [ modzakhili (first 
voice) ], ASFCG 


16. Keto midis tsqalzeda (Keto is going to get water) — Mtiuleti, village of Chitaurebi. 23 March, 2012, 
performers Lado, Giorgi, Archil and Gogi Gogisgvilis, ASFCG 


17. Shatilis tsasavit (Like Shatilis sky, with balalaika accompaniment) — Duhseti District, village of Sash- 
aburo, 23 March, 2012, performer Mamuka Aludauri (from the village of Samkhati), ASFCG 


18. Giorgi Basilahsvili’s author’s song (with the accompaniment of chromatic panduri) — Gudamagqari, 
village of Chokhi, 28 August, 2012, perfomer Giorgi Basilashvili (from Dusheti), ASFCG 


19. Urban song (with garmoni, duduki and doli) — Gudamagari, village of Chokhi, 28 August, 2012, 
perfomers from Tianeti: Gocha Chokheli ( mtkmeli and garmoni pleyar), Jemal Tskhaoshvili (duduki) 
and Amiran Mosakhlishvili (doli), ASFCG 


Video examples 


1. Perkhisa — Gudamagari, village Chokhi, “Pirimze” shrine. 22 May, 2012, soloists — Tedo Bekauri 
(beginner) and [uri Tsiklauri, ASFCG 


2. Perkhisi — village of Chokhi, “Tsminda giorgi” shrine, 20 August, 2012, soloists Rezo and Ivane 
Chokhelis, ASFCG 


Translated by Liana Gabechava 
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IOI FNLSMIIS 
(0531605) 


SIMRMENL 69H9MIMSO: AMbLIGNILI 9DLG3NMI IDLNGMLISNL, 
AM3MMGC SIMRMENL 39d93MCINISNISNL NLEMMANILN AMANO 


SQMEMb Ma dbo ZogQMZgM demo AnbLazs~mNMO BMMdso JoManm wos AMEo~mMmg|M 
B03gobLo00b gmbogyMa xayRBgqd0b bombyM Brmmagmboodo (Jordania, 2009: 234, Maisuradze, 
2004: 24-25). LogoMaggemmdoa dqMeombo asbbo3yWmMJd0m Wodobobosmgdgmos Jomambe 
© gobgamdo (omdmMboge@mgqm bogoMaggcmb 9a,0/b6960) mM-bLod bdosbo Bmmagmboobagoab 
© dansba Mogobag3ob (wobs3emgqm bogoMaggcomb 9a,0mb60). d4MeEMbo Ibod3Zbgemmg3960 
AgbogomyMa BMMHdoss obg39 s~@amgoab, do~mysMgmoab, yoMohoab, mbgmob, Aghbgm-ob- 
andgnob (BHeomm 303 gobo9) (Jordania, 2006: 55-62), 3dogab (Bh en~mM-sMImMbo3gmgm 
bodoMnggem) wo bofoMnggemmb mgManb bgmdab goboggdobmgab, GmdI~|d0(3 0d3gM00b 
39GamMeEdo asdmR6E696 jogjoboodo (Araqishvili, 1909: 14-15, 17). 

SqQMEMb MD d06b, Ladegmob ImsgoM0 bdgdnbasb gobbb3o39d0m, Mmdgmai3 gMao 6 
mMHa IMIMgMemoab dagh LHymeogds, yoggoboob 693% Mygaombdo Msdegbadg IMAM gMoema 
sbLMymgob. sqMemb amo dsbab bdo, MMIgma’Z YEOQML aoddqjemoeo, MmaMM3 ,gQ~@oCmo" — 
ghan ImMIM_Mma~w@sb dgmMjbqg 390d(39dOM, adbbo3yMM dom Esdobsbosmg|dgemns s~@dm- 
Logmgm Logomanggmmbagob. jgoggoboodo dSqMembymoa dsbo gogM(i3gmgdqmos gobo; 
RAYRIOdo, Mog Jaq~ramgob AgbozomyMa BqnmBaMab bogham Mygaombyem mg0b9690%9. 

JoMaggmo Aybogmemaa Jgng306 bagmemsdg bobb qbgedb adob wawe dobsdmgdmm- 
dob, Mmd dgbod~mmes, oymb nMaagMngogdoMa gmgomyAM Immagmbosbs Eo fobodg% 
bo3Mo39db (mMagMosbbs wo gy{@osbG3oMb) Immob. ob o~mboadbsgh, Gmd S_Meombymo 
8MMOQMbaab ao{MEZg9mgdo Jggbsd9dgd0 AobsdgMo bLo3zMogqd0b gogM3gmgdob oMgoemb 
(Nikoladze, 2004: 420). bLoobGgMgbmo, MGmd ago, 0b939, obbgbgdb bgebgmob bmg. boaddo 
sMdIMAgbo~m 8oM3gmo Loygybob se@sdosbob goayMob, Amdgmas MM L&g0Mb] qygMogZb 
(Nikoladze, 2004: 423). 

drome MAbmoggemoab Xll Loqgybob qeoegh Imgdodo ,,gg9R3babLGyombobo* gb~@ gdm db- 
393b bo3Mo39db, Gmdgmba3 obg obMeEgd006 — ,dq30", ,6md0" Ed ,Goder530° (Rustaveli, 
1951: 249, 294) 

amoame Abaoggedab mobsbdow, d4 30 Ed bmds fobodgMo bo3M39d09, bam Godqms30 
— wobsm@yodo (Chkhikvadze, 1939: 18). MyAbmogqmoab 8mgd0do fobod9% wo CosboMmByod 
b03M9390%9 gMms@ ~93M0396, mobodgeMmg9 bLogMs39d0b — ByMbabs wos ~wowyemob dbL- 
Bogbo@. A396 9M Z0(30M CEQGomgd0 dSqgabo wo bmdob dgbobgd, doaMed of 3 odob s~mdo- 
Mmds dgademgds woM3ymm, md, dgbsd~@mms, ababa MMAM|gmMosba ymoRnmoay36g6. 

MAM|Masbo ObLHM dg 80, MmdgmHgq73 MMbIosb—mdob, Agg~yemgdM03, MMO s~odosbo 
3Mo3b (goo — doMomse@ Ig~mmeosb, IgmM] — dnMeombb), ZogM3gmgoyemos dm®- 
mobeonn@s6b smdmbsgemgm sbosde@9 (Keil, 2002: 24). 948 asdmggm gab mobsbdow, emgb 
gb bo3%03900 aobbogqmMgdom Mmdobgemgddo (dmd90), bodgMdbgnob do3gcembosdos 
ZoBMsgmygoyemn. 393M Iq(3bagMa Zg9MoyeEMdb, HmMd MMMgMosbo bo3Mog0b Bobsdsomo, 
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MAM |Masbo Lo~msdyMa sMbydmd~@s d(3aMJ sbosdo, MmdbLS ws 92a3038H do, 0aMgmgq, ab- 
Msgendo (Sachs, 2006 [1940]: 98-99, 120, 138-140). 

MAM|MSbo bo3M539d0 3363eEg9d9 AMeEamMmM|m Bjog3gobosdo — yodoMeam-domysMgada, 
Aghbgm-abaydgabs wo wmomgbSobdo, obg39, MHmamnm®3 LojJoMaggemdo (Shilakadze, 2007: 
24, 388), Low@s(3 06939 CobyM@ {do sqQMeEmbsyomo BmEmagmboo. 

bdom dgdmbg930d0, MMHEgMasb bogMs3b9 JgdLMymgdgemo asddqm dqMeombb, 9.6. 
poMayoma bybodgab" &g46o30m smby3ge@o. gb L&oma Baogh sqwomoMgdyem dqMeombb 
8MMQ\MbaYM Lod~mgModo, Low@s(3, 4yby39 80 bLImgobgdobomgob, do6ab bdsda ImI~|ME~g- 
d0 gMandsbygmb gbs(3gm@mgd006. 

bsaddoa smdmhgbommon MMAM|Mnsb bo3M%93b9 Wsdg38M]m@moab BoaQyMs 3399304 Jd06g0b, 
Amd dNMembo gogzobosdo qdggemgbo EMma~@sb sMbydmdes, yo3gm dgdmb3930dG0, ob- 
LAMAIZ6H Qe Ignbozodo doob3. 

dobg@s30E Odobs, Hd B97 oH 39H goggoboob QRmmygmmmMob asdmr(3~@amoa b38g(309@- 
ab&o, o6bGyagos JzoMbsbmMdb, Mmd SqMemb ym AgnbogomyAM bo3M039db, obgngdb, Hm- 
AMMId0(399 MAEQMOdbO 96 aQ~@ob&goMo, Jgnd~mgdme@s gogmgbo Amgbw@obsm dyMeombsy- 
mo dMsgoembdoobmdab g03M(39mgd0b9. 

DoMaosmos, gh Dome~mme fgdo g9MoqNeEn, WsMbINZdQeEma 39M, Mmd dqbgdMagd0 
dSagMsabymdsd Ed L6go ba9emmgbyMds odLA|MAIFEGyendo dagMgddo bgdmJdge@gd0 Imob- 
CabAL joggobosdo 8memogmboaob L6go@obb30 QmMdob fodmysenndgd0b9. 

SDobmsb Ed393dOM {60M oes 9~m3bodb~m, Mmd 90d Msd~@gJb0d9 Bemob bab, bge6gada, 
wobo3gm gm bLoJoMaggmmb dansb Mygaombda, Imgqbdabg bodbdosbo 8m~magQmbayMo bad- 
agmab moaeng dgmmeoab dgbMyemgdob bodgd006 obb8Md968b9 — g¢yboMo. shMamgdes 
SEZAMMdMZ0 Logamg|ma Anba3mbo — abmsd Ramg@sbo. ~o3g0by9 BaJMo odsbg, Med, 
dgbodeme, Lbgo@obb30 gmbogqm XayqgQdo boembyMo obLAMyI7ZbG dab yogMo~mdsb dg0- 
dem dMEOS Bogemgbs Imgbenbs 3mzomyNMa 8mmngmbaab fodmysemndgd0%Q. 

3M300MNMH ES AOLAMAIFZEG® Yer ImeEmagmbosb ImmMab yogdaMab MgombobMabom, 
LoobGgMgbro JoMaggemo ab{mMogmbob, 03069 Yogobadga~mab ImbsbMgdo0, Hmd HMowo- 
(309g Lodgdnobo bogMsggda0b dogM godm(39dqemdo BdobeEs 339MGH9d Co 3306H09d, go3m9g- 
Bs admbagh JoMaggmo bom@mbob LIg6om om4dobg (Javakhishvili, 1938: 341). 

Kogobadgomob Mobobdoe, boJoMmggemdo 3memogmbaymo aybeob bdgd0 dJg~@om9- 
Syema ay Ao®gdab gag3d¢o3mob, Jogsmamse, sqomdqmob ao~mmdsboosb (xog9b0d30e@0, 
1938: 61). 

gb ImbsdMHyJdo agohgg6gdb odob Jgbodemgdemmedsb, Gmd Lbgo@obb3go yrogMo~amdoh, 
dom dmMab ,bgemmgb6qMb* oy RGM ,dqbgdM03Zb%, dgndermgdme@s aogemgbob Amgbe@nbs 
s@sdoosbygdob dogm Lbgoe@obb3o Hadsob gmgomayMHa 8mmagmbaob fodmysemndg9d009. 

amMbgd yrOMesbosb, MMIgm@a’3 BmMgo~myMo 8mMemogmbaab bsMdmdmdob bo3ombgd%]J 
Idomdb, doshbos, Gmd, Mm(30 bo3Mo309 Agbagodo SsqMembo gamsMe@Jds, 3mMgo~myMH 
Abogsda ob 33e@g9d9. dJobo sbMHam, 3gmZomyMa SQMEMbo qQRMHM seEMobegmo boMdIm- 
Imdobos, 30EM] bo3Ms3090 (Jordania, 2006: 271-272). 30 EoMbIybydyenos, HMI 3m3o- 
mama sNMeomba, gobbo3zymMJd0Mm, CabmbaM|dqQemo, 73HM85do 8mMEmagmboob d3ggemgbo 
ROMISS (Jordania, 2010: 234-239). 43MM BgG0(3, Ob bodb qbgdb, Gmd 3gmzoemqjmMo 
8MM0QmMbao (43m BAbGo@, 3M] HayMo Lodagmab b&oeo), ZogMsgmgoqemos Ibg- 
mamb ,obmmaMgdqm segamgdda", MmamMa309 smdmbogmgm 93MMdsab, yo3goboob, 
BMMAbLaZObL Co syMogob Lyd-bosoMob qdg®gbo bobae~o (Jordania, 2010: 239-240). 
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JOMe@obosb mgombsbMobb Immagmbaob dgbobgd dbsmb y4qmb b&0396 Bgmen, 
AmMAgmIs(3 boggmmg Lodeyydomgdo fosGoMs 893849 obs~m agabgedo. ogo 948 30(39db, md 
89345 sbs~mo agabgob GHMm8a3yeEm Gyggddo, bowsi3 Lbgo@obb3g0 dybgdMog0 bdo, Mm- 
amMa(30o Ra®gdob dobamo, goMo3b LogM(39b, 3gMogameM oabLmbyM yrogMo~@mdsb 39% 
ImabLdg6m (Feld, 2000: 42)'. dobo AmbsdMHqdo gobIoMBogh gMa-gha dodjdob, MsGmdoo 
8MMQMbad oby _gM3gMgJoqeEmo ,obmMmaMydyom s~eaamgddo". 

35dM(3@OMO gHbMIANbLAgMMmMA| dO ao6d9MGHo0396, MMI M30 boembob dagMoe@ bod- 
YyoMmdoa AyoMs@os (59330EMJdYEmO Obw@DZ0Egd0b dogM do4dba~MO qRMmM ba9EMBgbyMo~ 
IymgMo bo3M53960, AMaMMa3Z09 MAM gMosbo bo3M530 Cos ayeEsbH30M0, 3mMEmagmbayMo 
LodmgMab abgna Ma q{ma |MMdgQd0, MMAMMa(309 BoZM3gmgeyemo Lxyd-bodoMab oyMo- 
gobs My Wobogmgm bojoMm3gemb axnMoob Mga0mbdo, moMadegds. 

mqd(30, 06393b My oMo domomn ,,0bbGMydg68q4m-abeog0@yjomyMo Bym&aymob" 
AZohgbs ,{mMgomyM-ymmgGBoyMa BqmBqmob“ LHym aoiMmdob? dg 3xR304Mmd, oJ ob 
49963930 a30d3b, HZ DELAMydI_ZEH EMO Co BMZoEmMMMo Bq_mMBqMyd0 MobsoMmbydmdeo- 
696. 

SQMHEMEYQMIS 3MEMog\mMbasd, MAMIQM@A(3 LogMams Bog3oboyM Anba3edo, Jgod~@gdo 
BZ0A3gomb gmygoe~maMa Ed ALAM AIZEGyemo BxyMBqMgdab MmobsoMbydmdob Jogomoaoo. 
gZobbogqmMgdam, LojJoMaggemmb bLbgo@obb30 3xymbgdo — Jomamda, jgobgmda, Mogobs ws 
3d53d0 bodmgbo SqMeEMmb yma 8memgmbaab b38g(30Q034qMH BMMHdgd0 seEsbGymgob, G~d 
09 MIQZAMbg_ddo SqQMemMbymo bogMsggd0b, MAM gMosbabs ws ayywobS3oMab go3M(3gm~mgda0b 
49993; 3MZOEMYMO BrMagmbos Jam@mosbse oH god4Mommo. 

AHMaMMH?3 agmemsdy wos YMMe@obos 396d0% 85396, 0d s@gamgyddo, Lo~wo(3 gb bogMo39- 
30 9Hbgdmd96, SqMeEMmbyemn 8mmngmbas s~meM sHob oni3amg|dcmoe aby IEow@osMo, Hm- 
AmM(3 3mgomyM, abg bo3Mog309% Agbagodo (Nikoladze, 2004: 421, Jordania, 2006: 262- 
263). 

doqbg@530E odobs, WsMbIANZdqQma 30H, Boggobosdo, bow~@e(3 SqMemby~mo 3me~mo- 
RMbos L6gs~@obb30 gmba3nM xa7QBdo aZb63~@g9d0, LogMs39d0b SqMeEmby~ JyrogMo~mdsb 
BJrbeos 3gmgomyM Agbagoda sqMembsyma 8mmogmboob dobsbgab BwWbA(300(3. dJgbo- 
dommes, gb 8o8magbs sMos@sdsxRJM{dgemns, J9aMd dg aobgabam@mog dgbodmgdmmdob, Hmd 
ImbgGo0e~mg Agbogmbyddo, Lobg~mbmegdam ,,dgbH30M|" (aqrobG30mby 050 33% jo), 
nBgdgMbg” Eo wAQE_OYsI » bae~ro dggbyggh sgmembgm~o smmogymboob gagM3gegeob 
B03g0L00b Bmangha DbsMgdo. 

330M9qOMd, Mmd sd Mgo~mbobMobom, agobboyqmMygdom, IAbod3Zbge~mg060 Memeo 
DgobMyms MAEQMasbIs ayqw@obSgoMdo 06 godmbde. 

LogoMaggemmdo aqw@ob&goMo HMoea3oyjmse a3b3e@gd0 JoMaedo, jobgado, (s@dem- 
bogmgm bodoMaggem), Mogodo (BH en~m-wobo3@ ado), 3d03d0%, (Bhe@a~m-sMdmbs3- 
mgodo) AgLbgmbs wo ofsGodo, MYM Jgnab Lodm30Mbq. AggyjemgdMn3g, 09 axy~msbSg0Mqob 
d43M MMO IMM. AMO domasbo 43zMo93b Ag~mmenosb, dgmM] yo — SQMeEmbsy~m dobb. 
LoobGgMg7bro, Hmd dqMembo wodobsbosmygdgmos Lodbdosba Immagmboabagob Mogoda, 
AMAg{M’?Z LofoMa3ggmmdo gywosbGgoMob bsMIMg|d0b (396GML FMIMs@ag6b. MMHm|Mosb6 
bogMs39dm06 dgw@seMgd0m, dobo ao3gM3gemgQd0b oMgemo, IbM@mom dobdGoed0m, 4R3mM™ 
d30M]d, dogMsd CEsbLA AM {do Mmamm3 wobogmgm ~os sEdmboegmygm g3Mmssdo0, abg 
d(30M9 obnsdo. 

IIMS Bodbo wsdgxXomgQd0m 9dG30(39db, MMI aywobGgoMo oH oMbydmdeo d3qm 
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Ago smdmbogmyado (Sachs, 2006 (1940): 84, 121], m9d(39 Jaq~mamgdb, Hrd L&3:o0Mab dgH- 
dbyyemn AgboSygabo, dgbodmmo, 3a8m3gmam baMmbab Bg9MomeEab MmomnbyM cm 3479968 ]ddo 
Od ZoMoqeomMdb, Hmd MmIddo L&3ZaMgJEd0, Lobg@mbmeagdom objoqengbo, dIgdmBoebomo aym 
sMIMbogmgan@ob, 80M3g9~ Lowy 3y6gdo (Sachs, 2006 (1940): 141). 

Dgbodmms, aqeobG3gomMo aogM3gemgdqemoa ay nd3gmgb bdgmmodyobe3ab3s0Mg\n- 
do. Kogoebadgag~mab (36mdam, JoManm CEmyqdg6Gyddo gb bogMoego XVIl boygqbgdo fo- 
(~gjdo (g293960d30e0, 1938: 194-195), doamed b9IMa bsbbyg6g9d0, MMEgMasb bo3M53d9 
DgILMQAEM|de@mab bsoddo smdmAgbam~mo yd3gemgbo QoanMab asmgemobbobgdom, A396 39% 
QoM3YMQO, Hd gb bo3MoZ0 sEM{ym0 bobo@ob sMbgdmdeo yoggobosdo. 

B23gob09d0 SqyMembab as3gM3ge~mgd0b Logombab agoboM33930@, aobbogymmygery- 
MO YyMos@~mgds bes dogof3ama ayw@obSgoMbyq dgodbMymgdmgdb, IMmaxgbombs~ 
Abogmbydb boJoMa3gqgemmb AMeamme@osbsgmgmom Iw~gdoM] Mogowsb. Mogo, gobbo- 
BINM|d0M 30, Log ma RoMobgan, AMogomo godmhgbaemo AgLA3gomMab boddmdgrms. 

JoGngg9mo gombmaMegab, simemmb Gobogob mobsbdse, od Logmob dgb&30%gJgd07 
bdomMse@ Ima dbsyMmdeby6 smdmbogemgm bofoMmggemmdo QByemob aodmbodqdsggdmo@ wo 
49-20 Low 376909, BmaxgM, AMEA~MM|M gogz3obosdo, MbaMbs ws Aghbgmdac3 go~owo- 
mo696 (Tsanava, 1951: 304-305). 

(306939 9b939 Bgmb, Mmd derby Boom] IAgbSgaMQgd0 ay3696 Bo~mdnsbo wmgbob- 
Boqmgdobs wo LojmMbarmm (39%gdmMbogd0b q(~3g~mgemo dImbobo~mg|ged0 (Tsanava, 1951: 
311-315). obobo dma, boryMmdE6g6, 9b939, oBbodgmdo, Lodbgmbs Eo sbyaMdsnxobdo, 
IgMmeby6 JomMoyen, MAbyem, LmdbyM, sdbgMdsogsbym, MLM Eo oMbobyM 969%] 
(Tsanava, 1951: 303-304). AA7LH|Z0MQMo MAZs_FMABwyoMab wow bsba~mb bsMIms@ajb6eo bob- 
d0MM, g80gqMo LadmgMgdo es d3gcmo s@m dob 94dd6960 (Tsanava, 1951: 335-340). 

Mo@go6 0d Hadob ayesbH3yomMo, ob939, oMbgdmdb bmdbgmday3, dgbodemme, domo 
Dg7bLMQEmgdqQma SQMeEMbsyemo YyErgMoemds aogm9bsb sbeEgbws AgbLazoemyM dgdm4dge@9- 
3009. aMmagab sbs~ma mga dbagmbab Mmobsbdow, MMMgMosb avyrobS3oMb 76megdmes 
85H 358 B49 30. JoMHoyemn anesbGgomMobsa06 g56b6303960m, 0d bo3Mo309 q3M5396 dqm- 
combab asm9d9 (Pahlevanian, 2001, II: 15). BmMas@se, Lodbgamdo, bow@s(3 8memogymbos 
BBM Zg9mgoyQemn oH oMab, abgamo LogMogab, HmamMa(3 89H398Oq309, oMbydmdo dqQMeom- 
Bob aoMgdg, IgGyggmgob, Mmd fobodgMa LogMog9d0b sMbygdmdo ym3gmagab oM sbe@gbb 
Zogzemgbob SqMembymo Immogmboaab 393M(39mgd009". 

AmamMH3 Logo@obbgo0 d33e~mg309M0 ombadbogh, gmzoemayMo wes dbLAMydI_Z6H qm 38m- 
Mag mbaob aogM3gmgds ym3gmagab oH gdmb3930, JoaMod my (3obog0b aodmyg3enggob 
Cd3IYMOHMdaM, 39M |BodmgMa3bo3m adob Agbodemgdmmedosbs3, MMI sqMemboab 3mb- 
(39330 BVOob&goMab dmbg Gooey] dgdILMyemgdemgqddo omdmbogemga bLoJomaggmmbs wo 
AMeaMM|D go3goboab gmgo~myM Agbogodo donby3 dgdmo®obyb. 

©o dsob(3, 99 3L309 3ombgob: 306 043696 gb dgbogmbygdo? SmaxgM ~AGom~mgd0 Imbg- 
Bose) Agbogmbgdob, aqeobSHgoMbs Es MMM|Mosb bo3M0390bg JgdILMyemgdemgd0b gabo- 
39H BsMAMsg~mmdobs Eo Layoo~mMo LeoGHgbob dobobgd, s@gamoe byemdabobgcemda 
oMd. sdsbmsb Cogo3doMJd0M, dobes godmgm]3e jow~|IZ JMO goMoq~@a: (36mMda~mn~, 
Amd Mogodo Lobsamagdab bogdomeE Ca~GaA MomE JbMdoses. Mobs330M3ZgIm@mo, BmMmogmboob 
dgb9b9d gmbmdqbogmemmaaym aodm33emg39d0 ,gdMoyomo dgmJdyengdab mgmMaab" o~@a- 
aga 0% Moab, doamsd, Mm30 gobgabame3g Mogggemo AgL®gZoM]gd0b Lo fdosbmdobs es 
sMdmbogmga bLoJoMaggmmbs Es AMeEa@mmM|M yo3gobooda SqMemb yma Immogmboob 


SQMEMbOL FoMIMImds: ImbgSHoseg IgLGZ{0M] IAqbogmbydob, 
AmMamMMH3 dsqMeombab aosdogMy3qmgdemgdab abGmMayema Mmma 197 


ZoZM3g9mgoob, Jo4gb Logydgqmo, agodmgnggo ImbodMgdo sqmMembsyemo Immogymboob 
BZobgzamoMgdabo Ws JdMoq~ ZymMBQMob ImGab 40bj7d-dgw@gamdMgZ0 3o3doMab Jgbobg2”. 

(326539, 93939, BAML, MMI Moggqer AgLHgZ0M]IoL ofGoyMo qhoaghamds 34mb- 
CoM J3bgmoedo DoigbmgMgdge~m JgbH3{0M]9d06, Lo~ws(3 Ig7LHgZ0M\mdo Ag 8se 303(39™9- 
dyemo Lofdosbmdo aym. abobo Mogosbm ImMgGyM MgdQMGBwyoMb gMmdobgndoa (33emae@bg6 
(Tsanava, 1951: 310). J3bgmo, bLow@s(3 Imbe@o gdMogemgdob gdagMa(3ns doda~mboab &y3g9M- 
d0E6, bsMIMs@ajgbes gdMoyomo mgdob 80M%3ge~ wobosbengdob (36m dobob9 (Mamistval- 
ishvili, 1995: 117-118). gb Ro04Go dogaJMgdabgdb, Mmd aywobGgoMob FHMoea3oobo wo 
JoMoyer ByMByMob drmMab oMbgdmdb Hangman ogdoMo. gdMoyoemo ogIdgd0 sMbygdmdes 
93,939 EoMMbLGobdo, AMeEaMmMyegzobosdo, bow@s(3 obg39 bobgdgo SqMeEMbyma 3meE~0- 
Rmboob ao3M(39emgd0. 

gagabsd9 948303906, Mmd gdMogemgd0 WomAbSobdo xX_M 30~@g3 dZg9@ EMmdo dm3- 
a@bg76 LojJoMmagcmme@ob (Chichinadze, 1990 [1904]: 68-69). 

dg 0 dgdodemas of goMoqm BymBqMoby dJgZA{ME] Eo gobgabag~m Jobo gogmg- 
Bab bogamboa gmgomyM w~o obbGMyI76 Geyer AgbLagod9°, doaMod odabsmgob, md aodm3- 
033C20M BMEQMbaob BmangMan QmMdAL gZogM(3gm~mgJdo Wobsgm|DM AgMMBobs WS 3o3go- 
bosdo, Lo@si3 KqMEMb ym BmEng\mbns 3363Eg9d9, Igbodems, IbodZ6ge~mg060 gobegh’ 
SQMEMBYM b03M539dM06 shery3aMg{dyem0 ,IMAMsd0M]J" boe~mbgdob — JqMagdob, Mmdob- 
gemgoob, Bo do3gd0bs° ©d JdMogemgdab obGmMayemo bofdosbmdob dobbogmo. 
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dobosb, BIME@N smbadbsgb, MMd Bodqyo sboe~ agobgodo gmemgdGoqMa bLobodeagmm Lomo shy 
8MEMQMbaNAMos Ed 9H(3 BAHIMAIQMboyEmo. ob 09 LGomb qyErme@gdb ,,g4erb" 


32MA9EO SHS GOMd0~mo0, Hd ay@obG3oMo gydogdaiz ay |og{MEZge~gdqmo. (306930b Aobg~@3Z0m, 
dogg IALH30M]9O0 JDrgmb LofJoMmggmmdo dma b95yMmdE676 ws JgK0dMdo 063930696 Moggqe 
AgLH3{0M]g0b (Tsanava, 1951: 305). 3d53d0 abobo bdoMo@ 93M%93@696 LodammgnsMm (39%9dm- 
Bogdob weMmb (Tsanava, 1951: 314) 


Ww 


Mogodo AALGZ0M]gdbL Boma mxsbgdob g3o0M Qd0M 0(36mMd~@bg6. y39mobgq (36mdam~m0 A_gdILMym|d9- 
mo gModob mxsba~@sb aym. sMoyadgamab mobsbdse, 08 bLogmoab dgbSgoM]960 mog006m bsdgdb- 
ANmAdemmM GJbo3ob Momdne@ob mosmdob gow@ob3gde@6j6 (Araqishvili, 1950: 44) 


4 LonbGgMy7brs, Gmd gHimygab LAsGo0b Iobgegam, LmrdbyMo boembayMa Ladmgms daMams@se@ (36m- 


da~mas, AMAMM(’3 IMOM@mbayMa, Md(3o SqMeEmMbd] WsdysM|dqm BmMzomyNMo MMbIns6mMds, Mm- 
Agem0/3. BMgagMon GHodsob bo3Ms309M0 Aybogo@s6 dImeab, bmdbgmday oMbydmob (2001, II: 20-21). 
L&oGoob Mobsbdsw, 8mMEmagmbayMa gemgdgbHJd0 Bomgmns shGoagmbyMH 3mzomyjM Agboajodo. 
40739 Lmdbgmdo IMogombIosbmdob Jg7Lb5g~ms gobgamoMgdqmn sMos. Loob&yMgQbLmo, bodgbIo 
3MI3MBOGBMMHS Co Aybogmmmads grmdoGobIo smbodbs AMogo~mbdosba bLodegmab bL&oma mmMgb 
Mgaombdo, Amdgema3 LofoMaggemmb LobmgoMmo6 A~gdoMymob (Komitas, 1998: 79-85) 
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Zq7ebH3Z0M0, MMAQMa’3 Imanbm3gb Gbrggmoab Gyosgob wosdydogqdob, Amagoambygob gdMoyem 
bogMo3b. ofgmob6 aodmdenbsM9, Jgbodemms, ,gMoQgMaym* gdMoye~m MIL ,doManbsemyMo" 3mbo- 
(309 9323 
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° J8Gogenge0, Hmdmgd0(3 qdggmgbo CMHmae@sb Ibmamomb Logow@sbbgo s~@anmeb (36mgMMd96, 4 3Mo- 
30696 Mobas6 esddsogdqjm AHobodgm bo3Mo3byq Shofar. Ig7bod~ms, MHEgMasbo bLo~msdyMHo od 
bo3M030@06 bsMdmnd3o 


u Aybymo boembsyMo Aybogab oosmbgmo AZ3zeE~g3Mob 3. OQbmyzob MobsbIo~w, M|Maab yobs39d0 
35396 MAM|QM6 bo3M9309, HMAQmMbs(3 ByMbs F6mMeEgd0 (Yunoki, 2006: 183-184) 


8 dg9MMHq IbMHng, M3 Jggbgdo abgon ,oMJoyemo" Immagmbaab bsMdmdmdob, MmamMa(3 ,cobmbsbb- 
4qMHo sgMembos", A396 39% woMgymaAm MsdE9b099 AZ3Erg3;Mab Hgo~mboBMobb, GmIeg|da(3 9d 8- 
30039096 Bob gobmab ws bbg02939% BoMdmdmdeb. agMIobgmo Agbagmeman M. dMob~@m@ma smbnd- 
6ogb (Brandl, 2008), md ,bgdo ~nsgmboaab* sMJoyyemo G80 boImgbas qzo0@yQMgb smdmboge@mgm 
93MM89do (Bmagyegh odEgMyd5 SyMembye~n do60m) Eo IMIEnbsMAMdb dnbsbGoxyMo bog3egbo~m 
GoHJd0@96, GmMdeEgb0(3 14-16 BgH(3096 06H ]{G39e~Mgdb Jg0(303@696 (Brandl, 2008: 282) 
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KAE HISAOKA 
(JAPAN) 


THE ORIGIN OF DRONE: 
THE HISTORICAL ROLE OF WANDERING PAIRED PIPE 
MUSICIANS AS DRONE MEDIATORS 


Bass drone is a common musical form in the folk polyphony of Georgian and North-Caucasian 
ethnic groups (Jordania, 2010: 234, Maisuradze, 2004: 24—25). In Georgia, drone is particularly 
characteristic of the two-and three-part polyphony of Kartli and Kakheti regions of the East, and 
Racha of the mountainous, Western region. Bass drone is also a prominent musical form in Adygea, 
Balkaria, Karachay, Ossetia, Chechen-Ingushetia, Daghestan of North Caucasus (Jordania, 2006: 
55-62), Pshavi of North-Eastern Georgia, and the Georgian Terek Cossacks, who flourished in the 
imperial period of the Caucasus (Araqishvili, 1909: 14-15, 17). 

In contrast with the main part of the song text sung by one or two singers, in many regions of 
the Caucasus, bass drone is sung by many singers. The sound of bass drone, which is prolonged 
without a break like a “pedal” by passing from one singer to another, is especially characteristic of 
East Georgia. In the Caucasus, bass drone is distributed beyond ethnic groups, i.e. it is one of the 
regional features of musical culture. 

Georgian musicologist Ketevan Nikoladze underlined the important possibility that there may 
be an interrelationship between vocal polyphony and the polyphony of wind (double-reed and bag- 
pipe) instruments (Nikoladze, 2004: 420). She indicated that the distribution of drone polyphony 
accords with the distribution of the wind musical instruments. Interestingly, she also mentioned 
that in Khaishi, a region in the Svaneti province of North-west Georgia, a first-century figurine of a 
human playing two pipes was discovered (Nikoladze, 2004: 423). 

In the great poem, “The Knight in the Panther’s Skin” by Shota Rustaveli of the 12" century, 
we can find some kinds of these instruments called Buki, Noba, and Tablaki (Rustaveli, 1951: 249, 
294). 

According to G.Chkhikvadze, Buki and Noba are wind instruments, and Tablaki is a percus- 
sion (Chkhikvadze, 1939: 18). In Rustaveli’s poem, wind and percussion instruments were played 
together, like contemporary instruments Zurna and Daul. We can’t know the detail about Buki and 
Noba, but, we cannot deny the possibility that these instruments is some kind of a double-reed. 

Double-reed instrument, on which two-part polyphony is usually played by two people, one 
playing main melody, and the other playing drone, are distributed from Scotland to East Asia (Keil, 
2002: 24). According to this study, today, these kinds of instrument are especially prevalent among 
the Romani people in Greek Macedonia. Many scholars believe that paired pipes — the ancestor of 
double-reed, existed in ancient Minor Asia, Rome, Egypt, and Israel (Sachs, 2006 [1940]: 98-99, 
120, 138-140). 

In the North Caucasus, as well as Georgia, double-reed instruments, are found in Kab- 
ardino-Balkaria, Chechen-Ingushetia and Daghestan (Shilakadze 2007: 24, 388), where drone po- 
lyphony also exists. 
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In many cases, double-reed players produce consistent pedal drone implying the technique of 
“circular breathing”. This style resembles pedal drone in polyphonic singing, in which the ongoing 
bass part is continuously passed from one singer to another. 

As suggested by the discovery of the double-pipe playing figurine in Khaishi, it is possible 
that the drone has been present, at least in instrumental music, in the Caucasus since ancient times. 

Although I am not an experienced specialist of folk music of the Caucasus, I intuitively came 
to believe that a drone-making musical instrument, such as the double-reed or bagpipe of this re- 
gion, might affect the prevalence of drone polyphony. 

Concerning the relationship of musical instruments and vocal polyphony, although this is only 
my own intuitive opinion, I believe that since ancient times natural soundscapes and other artificial 
instrumental sounds have affected the formation of various forms of polyphony in the Caucasus. 
Concerning this theme, a few years ago, in Svaneti — a mountainous province of West Georgia, I 
heard the melody of a three-part polyphonic song entitled Lile, played on a bowed string instrument 
Chuniri, by a local village musician Islam Pilpani. I began to consider that the sounds of folk instru- 
ments might have influenced the creation of the vocal polyphony of several ethnic groups. 

Concerning the relation between vocal and instrumental polyphony, Georgian historian and 
musicologist Ivane Javakhishvili points out that perfect fourth or fifth produced by traditional string 
instruments have affected the acoustic recognition of Georgian people (Javakhishvili, 1938: 341). 
According to Javakhishvili, in Georgia, voice parts of polyphonic chorus were compared to bird- 
songs, such as that of a nightingale (Javakhishvili, 1938: 61). His opinion shows the possibility that 
various sounds, including “artificial” or more “natural” sounds, affected how human beings created 
several types of vocal polyphony. 

Joseph Jordania, who specializes in the study of the origins of vocal polyphony, suggested 
that drone develops in instrumental music when vocal polyphony starts to decline. In his opinion, 
the origin of the vocal drone is older than the instrumental drone (Jordania, 2006: 271-272). He 
believes that the vocal drone, especially with dissonance, is an ancient polyphonic form in Europe 
(Jordania, 2010: 234-239). Moreover, he underlined the fact that vocal polyphony (more generally, 
collective singing style) is distributed in “isolated places” around the world, such the majority of 
Eastern European site, the Caucasus, Corsica, Sardinia, Tibet, and many isolated pockets of polyph- 
ony in Asia, and Sub-Saharan Africa (Jordania, 2006: 239-240). 

Supporting Jordania’s opinion concerning the distribution of polyphony, Steven Feld, an eth- 
nomusicologist who has conducted fieldwork in Papua New Guinea, insisted that no unisonous 
sounds can be heard in tropical rain forest soundscapes, such as Papua New Guinea, where various 
natural sounds, including the calls of birds, overlap (Feld, 2000: 42)'. His opinion explains one of 
the reasons why polyphony is so common in “isolated places”. 

As experienced ethnomusicologists explain, it is possible that when the more artificial sound- 
ing instruments by individual person, such as the double-reed and bagpipe, became firmly rooted 
in people’s soundscape, complex forms of polyphonic singing, such as those found in Sub-Saharan 
Africa and the Guria province of western Georgia, decline. 

However, when the superior “instrumental-individual culture” arrives does the “vocal-colle- 
cive culture” completely disappear? I believe that there have been cases where instrumental and 
vocal culture has coexisted. 

The drone polyphony that was common in Caucasian folk music may show an example of the 
coexistence of “vocal culture” and “instrumental culture”. In particular, the peculiar drone polyph- 


The Origin of Drone: The Historical Role of Wandering 
Paired Pipe Musicians as Drone Mediators 201 


ony forms found in Kartli, Kakheti, Racha, and Pshavi in Georgia suggest that after drone instru- 
ments, such as double-reed and bagpipes, became prevalent in these regions, vocal polyphony did 
not completely disappear. 

As Nikoladze and Jordania explain, in locations where the double-reed and bagpipe exist, 
drone polyphony is not necessarily prosperous in both vocal music and instrumental music (Niko- 
ladze, 2004: 421, Jordania, 2006: 262-263). 

However, in the Caucasus, where drone polyphony is common in various ethnic groups, I 
believe that the sound of drone instruments has also served a function of securing drone polyphony 
in vocal music. Perhaps this hypothesis is nonsense, but I wish to consider the possibility that the 
historic activity of roaming musicians, called “Mestvire” (bagpiper), “Mezurne” and “Meduduke” 
contributed to the distribution of drone polyphony in several places in the Caucasus. 

In particular, in order to consider the distribution of drone polyphony in the Caucasus, I hy- 
pothesize that the existence of the double-chanter bagpipe, called a Gudastviri or Chiboni, played 
an important part. 

In Georgia, these bagpipes are traditionally found in Kartli, Kakheti of East Georgia, Racha 
in the Northwest, Pshavi? in the Northeast, Meskheti and Achara, bordering with Turkey. Usually, 
these bagpipes have two pipes. One plays the melody and the other plays the bass drone. Interest- 
ingly, drone is characteristic of three part polyphony in Racha — chief center producing the bagpipes 
in Georgia. In comparison with double-reed, the area of worldwide distribution of bagpipe is small- 
er, but spreads throughout Western and Eastern Europe, as well as Asia Minor. 

Curt Sachs insists that bagpipes did not exist in Middle East (Sachs, 2006 [1940]: 84, 121) of 
ancient times. However, he points out that the Greek word for a bagpiper, can be found in a Latin 
document from Nero’s period, and suggests that the bagpipes called Ascaules were brought to 
Rome from the East in the 1“ century (Sachs, 2006 [1940]: 141). 

Bagpipes were possibly distributed throughout the ancient Mediterranean world. Javakhishvili 
points out that bagpipe is mentioned in 17" century Georgian documents (Javakhishvili, 1938: 194- 
195), but in light of the discovery of the above-mentioned ancient double-pipe playing figurine from 
Khaishi, we cannot deny the possibility that these instruments existed far earlier in the Caucasus. 

In order to clarify the distribution of drone in the Caucasus, particular attention should be paid 
to the bagpipers from the mountain region of Racha in northwest Georgia, who are professional 
musicians. Racha, especially the village of Parakheti, is the home of many famous bagpipe players. 

According to Georgian ethnographer Apolon Tsanava, bagpipers? from this village frequently 
toured East Georgia to earn money and sometimes traveled to Ossetia and Chechnya of the North 
Caucasus until the 20" century (Tsanava, 1951: 304-305). 

Tsanava also writes that, in Georgia, wandering bagpipers were essential at masque festivals 
and wedding ceremonies (Tsanava, 1951: 311-315). They also toured in Abkhazia, Armenia, and 
Azerbaijan and sang in Georgian, Russian, Armenian, Azerbaijani, Ossetian, and Abkhazian lan- 
guages (Tsanava, 1951: 303-304). A large portion of the bagpipers’ repertoire consisted of comical, 
epic songs and stories of the Old Testament (Tsanava, 1951: 335-340). 

As these kinds of bagpipes also exist in Armenia, it is probable that wherever they played their 
drone sound influenced musical creation. According to an article in the New Grove, a double-chant- 
er bagpipe is found in Armenia called a Parkapzuk. In contrast to the Georgian Gudastvili, this Ar- 
menian bagpipe is played without drone (Pahlevanian, 2001, II: 15). Generally, in Armenia, where 
polyphony is not prevalent, the existence of an instrument without a drone such as the Parkapzuk 
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shows the fact that wind instruments do not necessarily affect the spread of drone polyphony’. 

As various researchers have indicated, the distribution of the bagpipe and the vocal drone 
does not necessarily correspond but, if we take Tsanava’s ethnographic study, the possibility that 
roaming bagpipe musicians brought the concept of a drone in vocal music to at least some areas of 
eastern Georgia and north Caucasus cannot be denied. 

However, I have a question: who were these musicians? Sometimes details on the ethnic 
origin and social status of roaming musicians, such as bagpipers and double-reed players, are not 
easily obtainable. Of course, there is no indication of “a Jewish plot theory” in the research of 
polyphony, nor have | any intention of proposing one; however, when I consider the activity of 
bagpipers from Racha, which had many synagogues, and the distribution of drone polyphony in 
eastern Georgia and North Caucasus, this suggests the possibility of Jewish culture in affecting the 
development of drone polyphony’. 

Tsanava also writes that bagpipers from Racha had active relations with bagpipers in Mtskheta 
of Kartli, where double chanter bagpipe tradition was a prosperous activity and exchanged their 
poetic repertories (Tsanava, 1951: 310). Mtskheta, where the Jews emigrated from Babylonian 
Captivity, was the first Jewish colony (Mamistvalishvili, 1995: 117-118). This evidence leads me 
to believe there is a relation between bagpipe tradition and Jewish culture. Jewish communities also 
existed in Daghestan of North Caucasus, where drone polyphony is dominant. 

Chichinadze insists that the Jews emigrated to Daghestan from Georgia in old times (Chichi- 
nadze, 1990 [1904]: 68-69). 

I am unable to give an account of ancient Jewish musical culture and its influence on intro- 
ducing drone polyphony into vocal and instrumental music*, however, in order to investigate the 
distribution and occurrence of several forms of polyphony, especially in Eastern Europe and the 
Caucasus where drone polyphony is prevalent, the study of the historical activity of “nomadic” 
people who are associated with drone instruments, such as the Kurds, Romani, Cossacks’, and 
Jews, may be significant*. 


Notes 


' However, Feld states that the collective singing style of the Kaluli people in Papua New Guinea is 
neither polyphonic nor heterophonic. He calls this singing style “echo-phony”, which means the “re- 
action” to a newly appeared sound and disappearing old one 


? It is not well known that bagpipes were distributed in Pshavi. According to Tsanava, bagpipers from 
Pshavi traveled throughout Georgia and competed with the bagpipers from Racha (1951: 305). In 
Pshavi, they often played the bagpipe for funeral ceremonies (1951: 314). In this region, the bass part 
of two-part polyphony is often presented by drone 


3 Tn Racha, bagpipers were known by their family name. Most famous bagpipers’ came from Eradze fam- 
ily (1951: 304). According to Araqishvili, the bagpipers of this village passed down the performance 
techniques for their bagpipes from generation to generation (Araqishvili, 1950: 44) 


s Interestingly, according to the New Grove article, Armenian folk song is generally known for its 
monophony, however, two-part vocal polyphony based on the drone, which would be derived from 
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some kind of instrumental music, also existed in Armenia (2001, II: 20-21). According to this article, 
polyphonic elements are evident in antiphonal Armenian vocal music. However, the study of vocal 
polyphony in Armenia is not very advanced. Interestingly, the Armenian composer and musicologist, 
Komitas, indicated the existence of multi-part singing styles in a plough song sung in the Lori prov- 
ince, a northern region that borders Georgia ( Komitas, 1998: 79-85) 


° Bagpipes, which require a technique of processing animal skins, are reminiscent of Jewish instruments. 
As a result, the “peripheral” Jewish community may have beenengaged in “marginal” occupation 


° The Jews, who have lived all over the world since ancient times, played a wind instrument made of horn 
called a Shofar. As a result, it can be suggested that the double reed may be derived from this musical 
instrument 


7 According to K. Yunoki, who is a specialist in Russian folk music in Japan, Terek Cossacks play a 
double-reed instrument called a Surna (2006: 183-184) 


8 On the other hand, in regard to the origin of “archaic” polyphony such as “drone-dissonance”, we 
cannot ignore the opinion of several researchers who insist that it is of a newer and different origin. 
German musicologist R. Brandl indicated that an archaic type of “roughness diaphony” found in most 
of eastern Europe, (sometimes sung with drone bass), originated in 19" century under the influence of 
church bells of the Byzantine period, which had 14-16 Hz 
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JIMESS MUSICAL QEARTERLY-3AO0 (N247, 1961) 
399MIBIIEISILN LOSGNNL JILObIA: 
38M996G9HISN AOHVNLMIO) SIIMNBNL NERNIN ODS 
8MANBMENSGI 696939HN LOIZIENL JIBLIS 


Agdagab wag@a 8980309 8d boddmbayIby gZaboydMmr AMsgoembInsbMd0bg, Logamb- 
9, AmMAmab dgobsbgd0(3 93 My abg 493M Mod Ba(30. do~@mosb gbyb30M, Mmd sdyodowo 
439606 JMMo@ 0H 3ndYymgQ9d0. JseEmmdsb gybeE0 8AMYxILMM MyAby~@sb KyMbydosb, 
AMIAg{MII(3 Lodyomgdo dmd39, BoM 8yQomyAMsE FoMgdI@goeMayo30 M4396 Bobsdg wo ~m- 
JGmM ambgd yroMesbook — LEmMM{e dob CsdsMbINbs JogdsMybgdmen Lojgombb, HmIm~ab 
dgbbo3m@odo 55 Bemab bab 39/3009, 9(30MQ@0 B3e@mo0mo 99/3 dgdg Gobo. 

1959 Baemb, Agda LAqeg6Smdob EMmab Enea bobag~ma ~s3{44Mdg AMeEa~MmM|D sdgM- 
aggcma abwAgE|dab AqHbogomyMo LAomab Jg~@oMygd0M dgbLbogmob, MmMIAgmbo(3 ym3gmoa- 
30b smbgMe@by6, Mmamm3 dmbmoambayMb. Adrmbe@s (3@Mbgd0, AMeEo~mm|gm sdIgmMogab 
ABeEAGMOdS BAMA AModa sMIMIgAabs smeEmngmbos, 9d (36gd0b RoMam aogagdom. 1961 
Bgemb aodmgo43ggy69 Imzemg L&oGoo, Lo~@s(3 MegdmyMamo aym fgdo (3me@bs od Logombob 
aMa3m03. gb L@oGos Mamfdob LHAmose@ gyM~bmdme@s XX b. 8oMBqm bobgg0Mdo ws 
dobsdeg sMbgdqem sqdem030(309db sdgMagGI™ ab~Gag@ms AybLogob dobobgd. 39% 308yY30, 
Hd dggZdemgd sbsmo 33~M]30M a939dE0EMM fgdo 06 CobsMAgbgd0b 4339 godmro dyno 
ImbsBMJd900, dJoaMsd ImbsMymo gaJbgdo, yrmdgbGoM]d0 go3039~M Agdo L&oSoabo ws 
bBmMaagMan 09 bogambob oMag3gm03, bobgZ0MbLOy3qbm3gobdo 389Mb8948030d md Bodmbbos 
Bob. 

Agd L&oGoodo dmbdmdomo doJgb Agqbagmbgdob, Aqbogmmmagdobs ws d33mg3Mgdob 
MG JMoGyMyomo boboMdmgdg9d0, Gmd~mgdda3, MmamM3 Sgbo, LomobseEm wobsdqomge- 
AMS HY asdaQMymo syeoamhosbsbyMgdob bm dom, BMoadgoHymow oym smbgMoe~ma 
adab Dsagsmamgdo my My ~Qddg6 8960, Ms(3 Dgod~™JdMES gorAaAgdq~mO YMRamMoYM, MHm- 
3M(3 IMsgoeMbIosbmMdo. 9g Co37d30 Lodo Z:9MasbGo, MMIG@™Ma96 MaM|y@ Jomaoblb, 
obg oy aby, dggdem gdm gdgqe@o: 1) abeagems BmaagMan 3xy4@mGyMo, Jodob, Gmegbo(3 
ab 93m8g90Mg9d05 ~CoodsyM]b, dgbodemme, ymRamaym ImmagmbayMa JgdLMymgdmmdab 
gobgnmsMgoob Bm30Mbq; 2) 96, LodoMabsoGMme, 8mMmng\mbosdy] Iodsbadbygdgeno (36mdgd0 
oy AnbazoemNMo 3BM3d96H ]d0 FoMdmo~@agbes boMAgbgdb 8mmogmbaob bsbamdemnga 
SMHoJGojobs, GmdAgma3 Jgby~eo; 3) 06 Agbsdg — ob, Mo(3 PGEA~M|M sdQMagodO o~MIms- 
Robb, ay 43MM Maya smemogmboaab o%CmmMoMydyem0 asbgamsMgdo0b dgw@gao, Mmdg- 
m3, dgbodeme, oMbydmde@o (3g6GMsmynMa ~s LodbMgm odgMogobs wo Ag4bogab Jomom 
IIMH'YMISIO. 

LodbybsMme@, dgdademns, dagymonmm domme domosb di30M9@ sbs~m dmbs(39d9809 
06 qobegb omdmhg69d0g. sMbgdqemn 3390emg39d00~@S6 Mode gbodgb (a8oMgdob gabym- 
3900. Joybge@s30@ adobs, MmMd 9d 3307939009 Lozgombb Momo(3 JgdsG gb, Jom donb:3 
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39% Agdegb BmMobmbHab gogoMamg|ds 04 |MogZIF6Gyemo (36mdgd0b Do~mdse, Modbq(3 
99 49339 Imacblbgbgm. MoahoMeE jomoban (Richard Keeling) 30MsqomMdb, md, Jgboderme, 
JeMgQdVOHoMyAmo 8memgQgmboyMo 8MoJGogo sMbydmdeo gorogmMboab sdmM0ag6 dImboew- 
0M 9-d9da%M39d9em boembams domob. 

00, Mob b9Mb Em] mmo 304 mMos magoobo (Victoria Levine) dob (3M Bo bbob bobob- 
mgm mg qi300do omfo (Yuchi) bsmmbab Agbagab dgbobg9d. gb bombo g9Ma eEMmb (36m3- 
Amde@o odd-b bedbMgmosmdmbogmgamom, sdysdow@ jo Mygmod8mdodo bobe~mdb. ob obg omb- 
gMb dom LodmgMob — dg dmgsbeg6 dob (3aGaMgdob — ,AMeEag~MM sdghMaggmo sdmMHogag60 
Imbobemgmdob Agbogsda mMbdosbo Loajberm LAMAI®ymob godrm g:mobe@gdo dgzde@ga0 
MogabydyMgQdo: LOMmyxqQemo bobosmal LodagMs LHymeogdo qbabmbda mMa Imd~egmemoab 
dogM, dom Imbregdsb sob y6mdb aybeo, Mmdgma(3 Lodegmob MaGdy~m 3mb8Modqb- 
FOL qdMnbZq7myMeb. LamabSdobo ws awybeab moadbogyMa Amegmgdo ws M0Gdx- 
Mo LAM AIG®yMqdo g7Madobgmabas6h wsdmayjaw~@gdgmns, abobo gMmdsbymomob d(30Mgb 
AgbogomynM QMangMa 3o3doMb ogmgb6g6. gg9Mdme, ymbGMobSqmo MaG®Igdabs wo Job- 
Zam dob FMHEMMAMD asdmygbgdo, M23 MMO 89MBGoab aobbbgogg9dqmo Ig7HMgdab 3md- 
dnbs(300b Age ga0s, AMEa~M sdgM039e~M sdmMMngQ96 Imbobmgmdsdo adgnsMo@ a3beEQd0". 
do~@cmagMa 30H CEMGmMa m~mggoababs, Mmdgemds(3 Lodyoemgds dmd(3o, Jobo bom~mgdi30m 
dobomes (999dMbdg7d0b69. 0d Godsob obymMdo300 ob y3{g9mogQgQMo, M3 A396 Jgagadmos 
DgIMamog0dmMa bbybgdqQe~m LydbGob(300b}9. 

dobg@sg0@ sdabo, gmbmdybogmemmagddo dgaddoggh sboema Jo~amdge0, Mmdge- 
93 Jagy3oMO d3gqemo ~wobygZ6gdob asw@obobygobs ws 068 jM38M%g]8o(300b bmangMao oem- 
HIMbsGayemo 30396; daGmdo(3, bers JobeEs yMoGogqmoe@ Jodmgabag~mm figdo LAsGos 
©@o ab, (3 dodob 3m430 — ~s M3, Jgbodemme, Lbgobo(3 eM. gage. fgda dg60d36960 
9996099 Bybesd7bGyMo Logambob ymbSoJbSdo qoeEo gobgoba~mm. sdomasb, ‘bmao- 
gHao obasMgdb og~gob, Hmd sdmMoagbyc~m AMeEamm|D sdgMagedo asbgamsMgdqyoem0 aym 
IMogombdosbo Bqym&jMo, Fbo~mo yo — gbabsomd~@yagds. ‘bmangMana bLogambo, Mobq(3 
dabes gaboqdMm, aoboba~@ms ombgd yrMeoboosd dob daog0% boa6do “Who Asked the First 
Question?”. 30d9™369d, bgdob CsdIMMdgm, Z3aYM (EMBs Bokmang8qMo. 


Hs sMab 3-4mByMs? Ms sMab Imenngmbns? 

EMIGMMO YyrMeoboos IMogombdosbmdab qy03daMgdb Aqbogabs es g6ab bsMmMdmdmdob 
Cd ZMoqeomdb, Hmd ImEmagmboayMo sMoJGogo sHob Momo(3, M9(3 sbobosmgdb y~qQ~- 
AAMsb — dagm dob bom~mbb, Jobo Agbogob qyIgegbrdob. gb oH Baogb 08 dmbsbMg7ogdb, 
AMAg{Mmdg@9(3 9g gaboydMy AgdL LGoGoodo: bIgGd0b bsbo~mmdMaga ao~0g}oMZo, 390SB9- 
Bs LAMMg@ab wobsbMAmb, FAHMEMMYAm AMygm| CoMHYyIJd0, bobdIm3e~mg SqMembo ob 
090G9(308, 06 89Mamgmobdgd0. dgbsd~mme, gh y3g9m0y3gMo dgdmb3q30MmMd0d dma§sbo; 
Agbodemme, gb 39%3 dgbodbgb dgdbMyemgdemgdd0; Jgbode@me, oboba fomgemgb wdMom- 
ME 34 BbsdIm|Moe 06 woqd3Zgb, Mmamm 3 o~@ombob3M|G®yemo IMoJGogo: Jgbodemme, 
bsembds gMmdsbgnb qmbmMo: ,c0o6, ab mM s~@sdosbo gMMs@ Ladegmab eEMmb q(3boyMH 
bdgdb aodmb3gdb*; obe@e ,fgg60 dgamdoMa xm Bmbb 39h aggmb, sdagmd ob Jbmeme 
SNMEMINIdL Codo~m bdsbg, MNd(3o LobsdeEgamgda, gb oH MY aby BYy~ow@ y~rgMb". od 
Go8ab H9d0H39d0, MEMbE oMHo AMogombdnsbmd0b]q, Jgbsd~mms Amabdobr demg4~y Hab 
(d53996940, abe@age@moms do) 493909009. 

doaMod gb ob oMos, Mobs(3 YyrMeEsb rs ~s Ca~@n bbob bob doMayl dbso~e@qM0 aobabo- 


yymboe@ Musical Quarterly-do (Ne47, 1961) asderggy6goqem0 LAoGoob Igbsbgd: 3mIg6GsM]d0 
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(530696, AMamMM(3 ANbLazoemyM BymBqMob Immagmbaowm — oby ,3mmagmbayM gaym- 
HAMob". doybgw@o3;0e@ odobs, A396 sham dgdcmb3939db bes dagod(3oma dg8o yyMoemg- 
3d, 30EM] YSMoemMmMe 3H]JZ0M: 400 boembb 0M aoohbos AMogombdosbmds, abobo domeme 
d99mb63930M boMIm|b0s6 obgm bdgdbL, Mmdmg|da(3 Aggbmgo0b yogmb, Mmamm3 My~@0- 
IQZ_HQEMO AMogoembdnsbdo". gnbmdybagmemmanab Bmase@a IMmdengds, Mmdgma(3 ooo 
BsdmgMomoa, dragogh gqmBqMoab 36399300, grom@ Mobs, HmamM3 cawa bbob bab, 
1870-do 9. 3. HoammMds aobdoMms. A396 gb30dm gombgeb, Ms oMab ob aobbogqmmyjdy- 
CMO MSM9(3, Md(3_ 30~S(3dd _Bdd3gM, Jgbod~mme, Aggqmg|dMng0~@, doaMsd MmIgmbes3 dob 
ZYMGWMsdo 99306 dosJ(308 yyMoe~mg|ds, od MgombodbMabom, MHmd gb ¢gddoMa8oe Jobo 
999 330EM ]MdOM0 ByMByMob Gsba~mos? GFsa~mmmMab boGy3gdom, ,~@odosbo Agggob o6 
Agbodemgdemmdob adgbb, AmamMi3 Lobmasemgdob 693M". gnbmamMoegosdo, dobo mog@o- 
80M39M Sb’MaM, JbadZbgemmg9b6 oJb7dMES Aobbobm3{Mymaym — a~gdb my oMs bodbm- 
ZdEOMJSS Md 4Bagob 06 oMB BoJHb, HmammM3 Jobo 3ymByqmob boboemb; odogd qbes 
gZobgabo~@ma adab dobsdmgdmmds, MMI odMog0 gobs3bo@0 ,3mmagmboob* dobobgd 
BMaagMa bodmasemgdsdo GoMdmo@ag6b sbmdom@moosb ws ago LogymmMog 09 boemboab dagm 
3 9M0Jdgd0 domo Aybogob bsba~mog. JoaMed gb Jgadengds gobegh bogoMm dobodb9e0. 


sbegbb my sMo figg6n, GmamM(s GadsyMn Aygba3zmemmagednb baygomaymoa 

Smemagmbanbsedn go3ge~g6sb dabo ab&mManb Agg9694y4e 6903909? 

Agdo smooMgdo: 99 3gmo, Hd Agbagmmma|agob qygoMa IMogombdosbmde. ab fggbo 
bogMam wobogmaMoa AgqbogomyMa IHoJBogob bsbamos Ed agzoy3geMb, Mmr30 dob Lbgo- 
gZobs(3_ B8MQ~mdm. A396 3nbMQd0m od0b396, Hmd Lobmase@mgdsd, MMI{Mdd(3 gMabgm~ 
dosg6m 8memogmbaob aodmambgdob abob (oy dgodemgdo obg oo3ob), oeo doo~@mb 
©d asbsgamsMmb ogo, daohbomb obb3gmoe@, 09 s@odosbgdab Dbasgboe, 306(3 démMdoema 
80M3ZIMSEO SEAMsfinbs. Dgbod~mme, ob, Mog~eods0M3gqmoe BAggyomm Agmme@seE smo4ggb, 
d0aMod Homme wonbsbgb dabo 4q8oMoGgbrdo es do~my od Lobmas~mgdsda y3gqmod oMb- 
Abs. 393MH0 AgbLa3mMba wes Jg(360gM0, Jgbodeyme, 9bg39 BaJMmdegh dMogoembdosbmdob5. 
doaMod, Agdo obMam, gh oM dgodengds dago~ma, MmanM3 Mogabmsg0@ (3bo~@o Mad. oH 
30M CEoMbANHZdyemo, Hd dadademos 308M3M Lobe (mj 6e9(3 308mg 89%0) doaocmong- 
do, sdaGmd JogdoMmsg oems6 ~MmIs bab Bo8mag bob: Ea HoH Mama w~o comdnbomydy- 
mo gmobgdab dfmby Lodmasc~@mgdgd6do bmn LadmgMabs @o wos33Mab o4(3g6Gomgdeyena 
gZobzameMgda0b &g6e@g6(3098, dodob, Mmegbs3 garmoGoMym bodmgascemgdg9ddo gon0H- 
Cg9do Logybem Lodmgme. doqdmns gobdgb boMdmaw@anbmb gasmaSoMamo bodbmasemg- 
do, AMAMabLMZabI(3 dabomgdns En GoHyMo? my mmdo dbo JoMmomo oy, Jgboderme, 
DLaogb Lo®yozosda Immagmboosb JbsMa oH wongoMgb Eo sgMdom~mgb, hosbdgh, MHmamh3 
JamMGoMymo Lobmasemgdab bLoddmenm. Ms mJIo Noe, gh Inamosbse bsMdmbsbgab 
bLo3gmme. 

doaMod, dgbsdeme, 0d dodgbgdab aodm, Maz Lobmasemgdab LAMyJHqyMgdm06 ay 
CodZoZdAM{dqema, SEAAMMdMnZdS 9d9M%039M Id00 LogqmoMo AnLo3zs~myAMo LOomab dgJd- 
Bobob, qdMomme, gowmoby30Ggb L630 dadomaqmgdam gdmdMogom, M30 sgMaw@gdnbsm 
8MMQMbaab MsbEsMmsbmdnma gobgamsMgdobomgab. gb 0M bes ymRamaYyM Ms~Mo(3 
SMSHMMIsmYNMo. ~s donb(3, S@EAA~MMdMagZO SDAMAZQI~@gdabs my Lbgo Lobmas~@mgdgdaob 
dgbob9d, MAmammM 3 Bgbo, gambaemmdg6 — MoGmd 0H aobogamsMgb Jom Immagmbas? oH 
30 CoMbINLZdQemo, MMI gb 3oMaa Jggambg300; A396 oM Qoeo 30g0JHmm, Herd bombo, 
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aq dob Ms0d9 oH saqQMbgob, AggmgdMag0@ Ld S{8GMdIoGHyMoe ImdMomdb dImbmeoagsb 
8MmQ\mba0b396. 


AIgba gab CxMImImdsdo 8memagmbaab Mmemoab dobsbyd 

COZ VoMybeoga Aqbogab bsMdmdemdab Logombb, Mmdgemd](3, HMAMMH3 339 OMBbadby, 
LEMIBMMH JrMeobosb 93M Jbod3gbgmmgobo Mod ofgh LomdJdgeo. sbemobegeo woabgybos 
Agbogob bsMdmdemdob dgbobg9d aobbbge3e@qd0 49-19 boagybgda sMbygdyemn aw ggdobasb. 
sbems A396 gobgnbom@mogm dgd~@ga, goMoy~@gdb: Ayqbogs bsMdmnfdbs gobagayMo 8oMgd0b 
3 3000°8(300E96, MsMsd IM|ZbI@SM BMG J6(30q\Mo BoMHbomMa, Mo~asb 3oMHym dyno 
JOJMsEOMds BoMIAmshigbes Jgbygamgdobs Es mxobab Eo(330b Agbodemgde~medsb — gyeg- 
MHoeEmds, AMAQGMA(3 godmboGBo3~e@o gogMaosb, boMdAmMbsbgob, dmba~mdob, dog~meb — gbos 
8AQOLHMMaQmMO B9Mbos BmiqAmMoMyemo Agbagab abgma MmobsdgEMM39 JgILMAM|dengd0- 
bo, MmamMaiz_ Mmmaba LOmbbos. 06, smBMbsGoqmoe@: Agqbogs Gsmdma dbs bdgd0- 
baob, MMIMM(3 {odIMbL(3gdES WAWS d03d3Mb, Aga~mamsb gogdoMab EobodysMydcmo~@, Jom 
dmmob, @sd9@9d9de@g9 — bsbgdabo eo bod03d3m—m Lod~mgMgdab 8HmMGm 880; 96 dobod~me, 
AMaMH’3 HgdwybgdMagmsb QMangMamdab bodysmyds — Moge@odsoM3gem0 MgamMagQ0qMo 
Abage; 46 AmamH3 89GoMs LoWmasemgdab gMansbmdob agosdmbsGymgdo — 380GMom- 
Hama bLodegmgdob CobssoMo0. wo dgbod~mme, Aygbozs ImdeabsMymdb y3o0Ma~ma~@csb ws 
bIoNMa~@db, Mo(3 GmMbRCmnGdo doc~mob godmboSymgdos, HMa%3 I@Mob eodabgdobs wo 
gZobosMsmgdob Lodyomgds. BmaagMan Jgq(360gMa Comd~@s ods My 0d 39Mbooby — Yy3gcme 
39MLad, LogoMoqeEMe, sommmMagayMa 9@938G9(3089 seEsdosbob 93mm~mq(309d0. 

doaMod Boogmos abai3, MI y3gero gh dmgempbs 3o(g3mdMomdab ab{mMoab seMgye~ 
JG08b 7 Imbes. fgdo sdMam, BgbmMdg60, Mmdgmbs3 dagyogeMa Mo~M30b396, Mobo(3 
dgodengds 346meEMM Ayba3zo, IMAGQAM|Mdb dH9Z9MYBIMM3Z060 BysMmgdo~@ob. Omao- 
JMMIs Jomasbds se@3gomoe@ daggaygo69 IMogombdosbmdob aobgameMg9d0d~@q — bIodomoma 
BOMMEALAM {dma YyZaMa~maM I®Mab wsdobydo, 3930JMmd, do~mosb jyoMase@ Iqdomde@s, 
dodob, Mmegbs3 Lbgo BysMmgddo Lag~m Lodmgmab emIdabaM9d9 gobosoMmds. odob, Mo- 
bog A396 Pmgh Agbogob gy7bmegdm, Jgbod~mme, 3fmbeo, LoMdmdmdab IMogoem0 bome39, 
AMAGMOsS|Z56 BmangMan 9EM939 Aodmysmmades IMogombdosbmdo@, dodob, GmeEgbo(3 
Lbgqdobmgab sdob sMogameMa dbodgbgemmds of 34mbeo. 
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CobobMyemb, 69d0 dodsmdgm yRMm ymb3M{Bymoew gaboysMmr AMeEommg|m sdgMo3ob 
dMMoajg6 Imbsbmgmdoby. A396 agodgh oeMayemo bdob AfobobgMgd0, Mo(3 IMogoembdo- 
s6rmdob oMseMbgdmdob ImbdImdb (AmamM(3 A396 330J4Mmdo), oy of Rogm3gman of(3 
oq abg bobem, d3am] Momegbmdob odbmmaMydyem fobsbgM|db, 393M smbergymon 
93M d3qem gonbmaMogayem osmbyMammdgdb, QBMogdIFbGyom GHMobbyGog(30gdb. Agdo 
1961 Bab L&s8oo oMdmow~agbb sgbodobGqm dobge@qemgdsb 0d |M9adg6G d0b bond9- 
CME 6G M8IM]8BoM{d0b A396 Jgbodemgdcmmdsdy. dg wogvydga goMoqQe@0, Mmd, Jobo- 
dommes, ababo bsMIms~e@aj96E6j6 s@EMyyEmn BMHoJGHogzob bodqdg7db, JoaMsd 3R30JMmde0, gb 
RM YOCOS YMRAMaYM SQMeEMb yma Immagmbns. sbemro, x~Mdom, SMLZdMdL Lodvyjoemgds 
CddSGH Jd0M0 AMbLObM|dgd0b aobgamoMgdabagob. 

1950-os60 Bemgdo@sb6 sdgmMoggmoa obw@ogmgdob ob&®MMoab wgdmaMHoggdd0 dbad- 


Z6gemMZ65E Aswobg~@gh LogymoM Zo0Moq@ gdb ymemnddsdeg oMbgdqmo odIgMogab ob- 


ygmboe Musical Quarterly-do (N247, 1961) asdm{ggy6gdqemo L&oGoob Igbobgd: ymdg6GoGgd0 
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Cagmas Ambobmrgmdob Momegbmdnbs wo Sqbogdab dgbobgd. 4R3MM seEM] M3gcmneEbyb, 
Amd dbmmmeE ghao o6 mmo da~mambo obw@agmoa oym AgdLogab AMeEa~Mmgmnm. sdysdoco 
aMgmgd9, Gd Ambobemgmds, dgbod~mms, Jgowagbeas, Ly@m (3mHo, 9 Jomombb, 4Rmm 
BAbGoe@ yo 20 do~mombb, dJoaMed, Jgbodemme, IgG0(3 yRoacmaym — 80 96 90 dagmombo, 
VEMMaAbE|MO J3MM8Ob wobobemgdob Lodgo~Mmgab dbas3gbo; Es md Logmob dgym- 
BAMd0 C53939dqMO ab~eagEmgAdob MomeEgbmds d93MsEO YRMM AMogZzo~mMa(36bMgZ060 aym, 
300M] Jobsd~@]. MYIMMo se@sdosbydab Jgdmbyemod, doemg39, 1492 Bemab dgdega, mIgdmeb 
Mose (Gob 35dM(3 MHsMo6MdamM boeEayMEJdM@s Imbobmgmds wes M3 ByemGyMob 
goJmmdob 6 domeme daobo bsdagdab dgdmmhgbab dob9bo ogo), 06939 ImoGebs g8o0@9- 
dagdob 48Mg39E96HM MomeEgbmds. gb qzoboby6gmo LEMoQoe 3h(39MEIJdMaS 8mIda@sb 
8Mddo ~s MgmyMose bab HLOM deo M{MMyobosbas JgmbggZeb ymbGoby6Gob Lo~mdgdo. 
MAgmemmaayMa Imbs39d9d0 Imbdmdb Gmdgdabs wes Logemgdob d3gqma Momegbmdab 
dobodydsd~@y woygobob. bLogbgdam dgbodmgdgmns, IHMy~ aoMgdImda aos~@oMAgbabo- 
30b 3930 daodsMaymgdonm dsMHdmmsdo, aow@oMAgba~mms BoGHoMs RayQgddo somo m|ggb 
ZIMBYM jem IMs JGBogobg o6 ob, M73 9M EMMb BJmb~e@om, Jgsd3aM gb dobosGqMmam 
39MbLagd90@9. bogbgd0m dobodmgdgemns, Mmd goobMgdqemn AybogosmyAMa 8MHoJGog30, 
AMIAgGmMa(3, Dgbod~mms, JoMame3 dgq0393@o BrMmagmbasb, Lym (3 JaGmggdvyomo bes 
bogdome d9d(30Mgdqjem0 obo. 

dgbodmms, joMas@ wosdqdsggdqmo BqmBQMyma sMHoJGog9d0b aoJMmds obg39 
303d0MOJdS AMEaMM|D sdgMa3zob abEeag@MMs sEM|yEM ALAMMosdo WHdobyemo (396- 
BMgd0b dmdemob, Gmd~mgd0(3_ 1500-0560 Bemadobsmgab 7339 omoM sMbgdmds. yggmob] 
agomdabs(39d0 aym Jomojo 3o3m309 (Cahokia), MAgMEmMaayMa seaomo sbemobegmo 
bg68-myobob sbemmb denbsMy dobobodedy), bow@s(3 Imbob~m|mds ~Woosbemgdom fig. 6. 
1000 6. dgs@a96c@0 20,000-c@o6 30,000-b, od eMmoab 89M0bab Abasgbo~. 99-14 bow 3q69- 
do ab dmygmmebgmse@ dosGmggb, dgbodmme, dqbgdMago MALAMbgdob dgd(3aMgd0b aodm; 
emMgabomgob ago dgw@agds Modegbodg dIasddggeo30 ymMmobobasb, Mmdm|da(3_ gomb- 
sMgb (bs6a~m Bgdo ybagqMboG Gob jymemgagjods), Moms godmggmoabsm Gayemo 3j~m- 
HYAMS gob6Mgdqema LayuosemyMo mMasbodgdom. adab gomgomoabbobgdom, my Momeg6 
Dbadgbgemmgaba oym Agqbogab Mme@mo sdghaggqemo abweage@mgdob Jg~wsMgd0M agZnsbeg~, 
doaMod d93MSEO RxMM J(30M] Lobmasemgdgoob MaGyjomgddo, Magmo bsMdmbow@agbos, 
Amd dom oH goohb~Gom aossdbMgdqmo bogMm 06 MamagaynMa Aybage we (39M JIMbogd0 
Agbogab mobbergdam. bogbgdom dgbodemgdgemos, AMEamMmM|M sdgMa3o0b Jomo)gdo go6a(3- 
CAS AgZqLagabs Ed (3g96HMsMYAMO sdIgMo3Zab 4xMM wow Jocmodgdab Byaaogamgbob. A396, 
ROI HMdM0Z9E, 9M939M0 30(30M 9d LobMase@mgdgddo ymenjddabbobs BgMameob Igbogab 
dgbobg9d, doaMoed sMbygdmab adob IGgja3gdyemgdo, md dobo 4Wdg78 bdo gobgamsMgd4y- 
moa aym. 03 dbM0g, JoIba@ZgImMO aobom|gdn dgnd~mgdo aodmeagh MgombobMaba, Mmdg- 
MZ OMIBMMIS GHoMs sMmybgMdo ~odobodqms 2003 Bg~mb dmbgamMom gmg48Mmbye 
BgMagmdo. 99 BgMagmab msbobdseE, EM|{beEMgmdam bLodbMgm-wobogmgmdo smdmAgbo~mos 
HyO0dg6Hyemo Ihogombdosbo boboImg|MGm sMo4Gogo, HMIgema(3 dg~@agqd0, LogoMoyome, 
8960b {mga Bobb CogogdoMgZdqYema IAmyerg, YMoag{MogowsxXogFgyoma ImBaggdabaob. 
gb LogMo3g0 9m EMMb domdy aoZMEZgmgeyemo ayr dababosab 3qmByMob qmdobyem 
(3968Mgddo. 

LodbyboMme, A396 sMogyg9M0 Za30M 9d ANbLazob dgbobgd, M3 ob — ym MY oMo 
ab 8mmngmbayMo, doaMsd sMgmmmagda goMoy~Mdg76, Mmd sdgMaZgmo Ob~eodgm@|da0bL 
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IIMGHYMS BreMjIS9d—eoq 493M YRMM Magen ws IMogomaygQMmgobo aymr, 30eEM) Jar- 
Bom ~o Mmd Aybazs qleES YymRamaym 3WRMmM aobgamsMgdyem0. Jgagodmos my oMo 
BOZSMSYOMA SZHMdIsGyMse, MMd gb dgqbago ImmagmboyMa ayr A3g6o0 AggayemgdmM0g30 
093060(300m, gb L630 Lodge. 

Logoms dmMab, Mf. ymMe@obood ogoMoy@o, MMI yoEMdMomdnb asbgamsM9- 
dob seEM|yAm gGo08b]q Immogmbas y3gm~a0b oym, doaMsd aofMs ~woboby3gMgdqem0 dg- 
Hygzgmgeoab gobgamseMgdab ygocmem@oggom Wo dxIMMAS odmMgg6 bodmasemgdgdmeb, 
domme obmemnMgdqm obymmog39ddo. Agademgds, 30M(39d Agodsmmb, Mmd AMeEo~mmga 
dgM0godo 8mMmnQmbaob bsMAgbgdob ao3gM(39m~mgd0 0d asbgamoMgda0b bobo~@oas. gb Agdo 
B0MoqNeabasb asbbbgoggdqmo oMaydgbGo0, MMAMaL Mobsbdo~ws(3 99 Jadohbos, md od- 
JOIOHEIMO SsE_ZnMMdMngZ0 SdQMagy{mo AgbLa3o Jgadmgds BoMIMsajbagh 4oRMm MHory- 
mo dybogomyaMa gam&qMmoab bsdab, Mmdgma3 bob qbbMgde@o0 AMea~mm|gm sdgmMo3a0b 
Imbobemgamdob L6Msq gobowoayMydob 49-16 Low yqbgdo. MmammM3 fobb, gb oym d93Moc 
4R3MM agnsbeEgemn CEddMyj30~@Jdg9mMO asbgaMsM]Jd0, 30EM] 8MHm3gbo, Mmdgmbsi3 yoom- 
Cobos 39Moqj~emeb. 

Smeadb gobe@0, Md figda ymIGbGBoM]d0 9H Agazogb ymbzMJ8y~ ob6ymMda(300b. 
ababo, Loy3qmgb dgdmb3930d0, adenggnsb ,bodMemb aobbyabagob” wo o3b9d96 Agdo 
1961 Beal dodmbamgeb. dmboMyemo, Mmyd(30, 90039 EAML (3MBom0 Loambgdgemdag_ 30M, 
Amd gb LAoGHo RM yowgg odbobyMy{db ynMo~mgdsb. sdobmsbs39, JoggoMb, Mmd gb 
Logombo of afbo qQMm gomMame dgbbogmamo. 

dobES 3093 JAMbIM asw@sanbs~@mM Js~Eemmds, 5d ymdGbBoMgd0b aozqmgdob dJgb- 
odmgdemmds md dmdq30. 


03Mad6s don 35 bs~o%nd30e7d5 


211 


BRUNO NETTL 
(USA) 


CONCERNING AN ARTICLE IN MUSICAL QUARTERLY VOL. 47 (1961): 
COMMENTS ON NORTH AMERICAN INDIAN POLYPHONY 
A HALF CENTURY LATER 


Fifty-five years ago, about 1959, having devoted much of my student time to comparative 
study of Native North American Indian musical styles which had always been described as mono- 
phonic, I was tempted to try to discover what I could about the existence of polyphony — broadly 
defined — in these cultures. In 1961, I was able to publish a short article summarizing what I had 
learned. This article was almost entirely based on writings about American Indian music from the 
first part of the twentieth century and before. I cannot claim to present any new research on my part 
— or maybe on anybody’s part — but I am happy to accept the invitation to comment on this article 
and on some of the issues it raises from the perspective of a half century later. 

In my article I mentioned works of literature by musicians, musicologists, and explorers that 
described instances or vestiges, usually fragmentary, of what might be considered polyphony, and 
accounts or notations of recordings that might support them. I suggested three possibilities, all of 
them perhaps operative in one place or another: that some American Indian cultures might, at the 
time they encountered Europeans, have been just on the verge of developing polyphonic practices; 
or the opposite, that accounts or musical fragments possibly pointing to polyphony of some sort 
may have been the remnants of a mature body and practice of polyphony that had died out, or third, 
that what was found in North America was the marginal development of more complex polypho- 
nies that might have existed in the higher cultures of Central and South America and Mexico. 

Sadly, I am able to point to only very little new data or more recent discoveries. There are 
a couple of studies I’d like to cite, although what they add does not expand the horizon beyond 
the kinds of fragmentary bits I have just mentioned. Dr. Richard Keeling has suggested that rudi- 
mentary polyphonic practices may have existed among some of the hunting-gathering peoples of 
aboriginal California. 

Dr. Victoria Levine wrote the following in a recent lecture: about the music of the Yuchi, a 
people once living in the Southeastern USA, now in Oklahoma. She describes a song — and I'll 
quote her — which “stands out in the music of Native North America because of its two-part choral 
texture, which features a strophic song performed by two singers in unison, juxtaposed against a 
call and response chorus, which provides a kind of rhythmic counterpoint to the song. The vocable 
patterns and rhythmic structures of the song and chorus are independent, bearing little apparent 
musical relationship to one another. In particular, the simultaneous use of contrasting rhythms and 
accents, which results from the combination of different meters in the two parts, is rare in Native 
North America”. I’m grateful to Dr. Levine for permitting me to quote from her lecture. This kind 
of information continues to be all we can offer by way of substance. 

Ethnomusicologists, however, have initiated new approaches, and these lead to some alternate 
ways of examining and interpreting these past findings, and here I would like to comment on my 
article by taking a critical look at what I then said — and perhaps what others would be inclined to 
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say. I have to couch my remarks in the context of some fundamental questions, some of these will 
seem to support the notion that a culture of polyphony was developed in aboriginal North America, 
while others may seem hostile to it. Some of the issues to which I need to speak have, I should point 
out, have been discussed and commented upon by Joseph Jordania in his major book, “Who Asked 
the First Question?” I hope you’ll permit me to be quite speculative. 


What is Culture? What is Polyphony? 

Dr. Jordania has associated polyphony with the origins of music and the origins of language, 
and he defines a concept, polyphonic practice, as a habit or custom that characterizes the musical 
practices of a society — all of its people, much of its music. That doesn’t sound in the least like the 
kinds of things about which I talked in my article; what I found was things like overlapping of 
voices at the end of a stanza, short bits of simultaneity, a moment of drone or imitation or parallel- 
ism. These could all have come about through accident, maybe they weren’t even noticed by the 
performers, possibly they were considered to be just plain bad singing,. And possibly they were ac- 
cepted as an idiosyncratic practice — people might have said to each other, “oh yes, those two guys, 
when they sing together they make that strange sound”. Or, “our friend Joe, he can’t carry a tune, 
so he just grumbles on a low tone — actually, it doesn’t sound so bad”. Remarks of that sort — not 
about polyphony, mind you — could be overheard at Blackfoot powwows. 

But that’s not what Joseph Jordania, or long ego Marius Schneider, would regard as a musi- 
cal culture with polyphony — or a “polyphonic culture”. Nevertheless, we ought to accord it more 
attention than to say, simply, “well, these people don’t have polyphony, they just accidentally 
made sounds that appear like rudimentary polyphony to us”. Now, the general issue often faced by 
ethnomusicology that is touched upon here is the concept, of culture, as it was, long ago, in 1870, 
defined by E. B. Tylor. What is it, we ask, that distinguished something that someone does, maybe 
habitually, but to which no one in his society pays attention, from something that is truly part of a 
domain of culture? In Tylor’s words, a “habit or capacity acquired by man as a member of society”. 
In ethnography in its original sense, it would be important to determine whether a practice or an 
artifact is accepted by a society as part of its culture. So we have to consider the possibility that a 
good many reports of “polyphony” in some societies represent anomalies, would not be regarded as 
part of that people’s music by themselves. But they might be helpful clues. 


Does Our Love of Polyphony — as Typical Musicologists — Affect Our View of Its History? 

Now, a confession: I think musicologists love polyphony. It’s part of our common or practice 
in Western music, and we love it when we find it elsewhere. And so many of us have tended to as- 
sume that a society, once it found a way to invent polyphony (if I can put it that way), would readily 
accept it and develop it, consider it an advance. Somewhat like the people who first were confronted 
with a wheel. It may at first have seemed an odd device, but people clearly saw the advantage of it 
and soon everybody in that society believed in it. Many musicians and scholars may have thought 
of polyphony in that same way. But I guess it is not something we can take for granted. I’m not 
sure I can find credible (even hypothetical) examples, but consider Alan Lomax’s hypothesis that 
dictatorial and class-dominated societies tend to develop emphasis on solo singing and playing, 
while egalitarian societies develop choral singing. Can one imagine an egalitarian society being 
taken over by a ruthless dictatorship? If Lomax was right, polyphony might in this case have been 
discouraged and forbidden as a symbol of the egalitarian society that is being suppressed. Well, of 
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course this is totally imaginary. 

But maybe — for reasons that have to do with the structures of society — Native Americans, in 
establishing their musical styles, simply decided to move in other directions, avoiding the gradual 
development of polyphony. This would not have to be something abnormal. Still, the question usu- 
ally asked about Native Americans and other societies is — why did they NOT develop polyphony? 
I’m not sure this is a good question; we should not assume that people normally and automatically 
move from monophony to polyphony unless deterred by something. 


On the Role for Polyphony in the Origins of Music 

Back now to the issue of musical origins, on which, as I pointed out, D. Jordania has important 
things to say. Recent discussion of the origins of music have departed from the ideas presented in 
the 19th century. We now consider the following suggestions: Music originated from vocalizations 
made by individuals to attract potential mates, as virtuosic sounds showing ability to mate and pro- 
tect a family — sounds exhibiting energy, imagination, flexibility, power — prehistoric versions of 
contemporary popular music performers such as the Rolling Stones. Or, alternatively, music origi- 
nated as sounds made by mothers to bond with children, babies and even prenatally — the prototype 
of lullabies and children’s songs. Or perhaps music originated as a distinct way of communicating 
with the supernatural — the original religious music. Or as a way for a small society to express sol- 
idarity — the ancestor of patriotic songs. Or from shouts and noises designed to express power in 
conflict, as a way to frighten or discourage enemies. Some scholars and scientists have argued in 
favor of this one or that one — all of them conceivably biological adaptations in human evolution. 

But obviously, all of these must have actually occurred somewhere in early human history. 
So it seems to me that the phenomena that led to something that could be called music came from a 
variety of sources. Some of them easily led to the development of polyphony — frightening enemies 
by loud coordinated shouting would work very well I should think — while others led to a predomi- 
nance of solo singing. What we now call music might have had multiple origins, and some of these 
became polyphony early on, while for others it might have made no sense. 


On the History of American Indians 

Let me finally talk more specifically about Native North Americans. We have early record- 
ings that suggest an absence of polyphony (as we think of it), with the exception of a few isolated 
examples not very reliable recordings, ethnographic descriptions many decades old, fragmentary 
transcriptions. My 1961 article exhibits a pessimistic view of our ability to reliably interpret the sig- 
nificance of these fragments. I suggested the possibility that they represented vestiges of an earlier 
practice, but thought this might most likely apply to drone polyphony. There is room now, perhaps, 
for additional conjectures. 

Since the 1950s, demographers of American Indian history have greatly revised their esti- 
mates of the size and nature of American Indian populations before Columbus. Earlier estimates 
provided for only some one or two million north of Mexico. Now it is believed that the population 
may have been at least in the area of nine million, most likely about 20 million, but possibly even 
as large as 80 or 90 million, a density comparable to that of Europe at the time. And also that the 
amount of agriculture and the number of Indian people engaged in it was much greater than before. 
The coming of white people shortly after 1492 brought with it, along with the wars that gradually 
exterminated populations and caused cultures to disappear, or to survive in vestige, an unprecedent- 
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ed series of epidemics rapidly moving from tribe to tribe, that actually preceded the penetration of 
whites into the continent. Archeological evidence suggests the wiping out of tribes and villages, re- 
ducing many to a miniscule replica of earlier times. Fighting for survival in an environment hostile 
on many fronts, small groups of survivors very likely gave up cultural practices or reduced them to 
miniature versions of what they once were. It seems likely that elaborate musical practices — which 
might very well have included polyphony — were abandoned or reduced to modest essentials. 

The disappearance of elaborate cultural practices is suggested also by the existence, earlier in 
North American Indian history, of urban centers no longer extant by 1500. Most prominent of these 
is the city of Cahokia, an archeological site near present-day St. Louis on the Mississippi River, 
which is estimated to have had, about 1000 C.E., a population of some 20,000 to 30,000, compa- 
rable to Paris at the time. In the 14th century it was rather suddenly abandoned, perhaps because 
of shrinking natural resources; today it consists of a series of impressive mounds which have been 
excavated — in part by colleagues at my university — to reveal a complex culture with elaborate so- 
cial organization. It is difficult to imagine that they did not have elaborate court music or religious 
music and ceremonies with lots of music — considering the importance of music in the rituals of 
much smaller American Indian societies later on. Very likely, North American urban centers were 
influenced by even larger cities in Mexico and Central America. We know virtually nothing about 
the pre-Columbian music of those societies, but there is evidence that much of it was elaborate. 
A fascinating clue to this was suggested by Dr. Tara Browner suggested, in a e-mail of 2003, to 
the effect that rudimentary polyphonic singing found in the Southwest today, consisting of short 
interlocking motifs, may be related to the use of panpipes, once found widely in the Mississippian 
culture with its urban centers, but unfortunately we know nothing about this music, or whether it 
was polyphonic, but archeology suggests that the culture of American Indians before Columbus 
was more complex and more multifarious than has been believed, and that music must have been 
more elaborate. Whether we can automatically assume that this music was polyphonic by our usual 
definition, that’s another matter. 

Incidentally, Dr. Jordania has proposed that at an early stage of human development, polyph- 
ony was ubiquitous but has disappeared in tandem with the development of articulate speech, re- 
maining, in indigenous societies, in only in isolates enclaves. One could argue that the distribution 
of polyphonic remnants in North America are part of this development. This would be a separate 
argument from my suggestion that present-day Native American musics might be a remnant of a 
more complex musical culture that preceded the sudden destruction of much of the North American 
population in the sixteenth century. This would appear to be an independent development, much 
later than the process proposed by Jordania. 

I am sorry to say that my comments contribute no concrete information, but, at best, “food for 
thought’, to be added to what was covered in my 1961 survey, and I am gratified, though also a bit 
mystified, that this article is still worthy of contemplation. And I am surprised that the issue has not 
been more widely explored. 

Thank you again for permitting me to make these comments. 
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8NVIS IMDNIN BDHVHIGIEN 8IMNMLNL JILObIS 
JIMNIIS IILNZSVIM 9OMM3E69399N 


JoMagqmo AybogomyMa cbMmgbgdo0b obSMMasda goMe@sdGyb IgMomeEse bodom- 
amosbse sMab dohbgqmoa bLojoMnggmmda JMobSosbyma Mgemoaoob Jgdmbyms wo ~@od- 
3300MJdo (dmbmbgem0d9, 2002). 

9935, 3R0JMHMd, Jobsd~] joes sMbydyemnym 30eEg73 JMNM aoMe@dG bo 89Momen, 
AMAg{mMa’3 FMaLGobmdsdegm gdmoda JogayMa sbMmgbgdo~@o0b MamagoyM sdbMmgbydo- 
Bq A@ob3mborsb WHOS ymoamoaym Es393dNMgdyen0. 5d B6od36gemMgZ96 J&bgymdbj039- 
CMMSMOZ 33CMoOEM|dobL HES AMBYyMEMeEs jomMM-abFmbs30yMo (33cM0m™M]d960; 09 CMmaL 
Agbogab ImmagnybA3ayMo dqbgd0b gom3gomabbabgdom, qjbeEs aohgbo~maym sbse~mo dnbo- 
320 H-LzdSHGa3yMo QmMIQEg|d0. 

BGMMoMdaL AbMRmMdbj@3gemmMdMng-ghagGo3qMo sobMmgbgdab ab&mMosdo do- 
Z00E@o6 Mgmag0qMH Mbdg7bs-69Mdm~@a,9696%9 ao~wobgm@ms JMM-gMaD qdbodZbg7e~mmg3ebgbo 
J8o809. gb Lo3zdome Mayo, IMogomboyj3qbmg3060 8Mm(3gbo oym, Mmdgma(3 3oMaoc~ 
Moab dgbbsgmamo L38gq309myM maGgMoGyModo. 

LodyoMmbse@da MAgmoagayMo JadoMmgdob ggbab dmzo~@gdobmsb gMmse@, Lomobsem 
d3gMJd0, (3bo~@no, ghagGogqm (36mdagMgdsdo ws Dob 330emMs330E~, IqbogomyM-dboG3- 
Hxyomo IrmegemoMydob bob&gdodoi3_ owe ImdbeoMaym. 

dogayMa MaG®yjomydoab oMsfdg~eommbsMasbmdob aodmod30Msg39d09, Mmamm3 fobb, 
Dbadgbgemmgsba go~eEsGMosmgds aodmabgos boe~mbob ambgdsdo. Ms30 Iago boedysmm 
oaMdgmgdeos Lgmob se@sdosbab wobdomgdob g0M9d9, 9.0. oMbgdmd~e@6g6 Lbgo oMbygd960, 
3993060 WRMM demggZsdmbom~mba, MMIE|d0(3_ Mog0e@ wbam~me3b6o 043696, JoaMod dom- 
0530696 sHbgd0b od drgmybgdb, MmIg{emo(3 ofod~@gJ s~@sdosbo JoagnqM MaSyomgob —4- 
390 EgJd0M {dE — obama aym LodysMmbo@do se@odosbob MgmogayMo dodsMagdob fobob- 
30b aegmemmangmoa AgJobobdo. M30 Mamagosdo, 80M39~ Moado, fo~gdqmos MbI76s 
BIdqbgdMngZ0 SMbygdgdobo, dgdeamd jo L6M0Q30 Jomo Bqmamaosbbymdab dm3mg9d0b396, 
gb agqmobbdmdb, md dqbgdMago0 drgmgbgdab Lyme, goMyggqmbamse, gmobSoyMo ws 
(33QPOENS Ed, MHMd Agad~m|ds5 ymamobdgddeng DgdwybgdMag0 sMbgdgdob ~woymemagds ob 
Bog dgdo, Moms Jom dgq3390mMb Amgmgboms SqbgdMago ~Cabgdob yomodsmHo. 

ImbobMyd9 Sqbgdab gmoebGBoqMmdobs wos (33Z0mgdoe@Mdab Jgbobgd soMeEsd0Mm 
Jbabdsomd~@gagos dogoob 8Mn673089db, MMIgmmMs DobgeEZaMs(3 SqogdMa3Z0 8HM(3gbgd0 
939130 Ed Y3ZM]Mod, SdNGMd BgMosbsaMa MbmZbgd0Ms My dJgambgdgd0mM, 39%(3 IayJo- 
Hams ory ~Eosdabydgd0m Jom 39% dg3gmo. 5d MH Es8oMabsoM|ZdqYm~m IbogQmdbye3gqmm- 
dob aobsbb3039db da~amds dgdegan 8Mab3o3qema bogambabse@da: Lodysmmb ddomaggm 
domgdb 36mdagMa Es BoMMgZbymo bobosmo 943M My oM9(36MdngMO Ed OMossOMM3Zbyema? 
BIdqbgdMngZ0 domgydab ,ImagabagM{d0b396" LOMeg3obsb Mgmnans smosMgdb mdgMmag]- 
dab 36mdng9M Eo 8oMMgZb4y~m bobooob. 
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sdE J6s~e, Mojo Mgmoans aymoabbdmdb, md bodysMmb doMms396 (36mdo0gM0 9a96- 
8900, AMAgE~Os CSMbINSZd0M Jgbodemgdgemns domngg go6b%Msb3qd0b 0—33g9M0, daw ab 
RNLOSIZHSHNMoE aobbbgo3~@ 9d0 Joanobsasb. gh qgobobgbgmo Mmogabmogee@, 0d3e@0(30- 
HyAMoeE d3Z9db, Hmd dyogdMago0 8Mm3gbgd0b Lamob gobbobm3Mo3b oMs b%gdq6gdM030 
oMbydgoab 8oMs@0 3696960 oy LyMg3aemgQd0, oM99@ Yi33Emgmoa yobmbgd0b dmJdgq@ geo. 

dogoobs ~s Mgemoagoaab 09 Mo~eogomyMo qMongMagsbbbgo39dqemmdom sobbLO9do ob 
dg4qZ0EM0, I®MAM CsImMgoeEgdyYemgds, Amdgmbs3 Mamogoab JbobyMbo dagema obS- 
Moab debda~mby ogemgbeby6 Yo~mMgdab dadomo. 

doaMod gb sbGoamboddo, HmamMH3 (336mdo~mos, Mamogoab Jg~@oMgd0mM qRMm~M dIma- 
3086 L&se@nsbg JyMogb~egdo. 47RxMM seEM{y~ LGo~w@ng9db]q yo, Ko@EmJMoabs wo O3Zmab- 
DLobqMob 364(309d0 bdaMse gMbyImes FMMdsbgMb, YRMM BybLGow, 93 04MM. 
o@sdoosbo abg9fes MAQGMa|dobs ~s Ly~mgdab Bamamacsbbymdob mm3ggdabo ws dbb3qm- 
8d A baMZab dgdggqgmdom ws OdsZEMMYAMse@, AYZbZd@S KoEmgdbs wo dgmm(33g9db, H~- 
dgema0(3 Jggdemma IrmgGobom LobyMyggemoa dge@ga0 Mogabmog0e@, MIGMMobs oy gddogob 
CobdIsMAd0b gaoMgd9. sb, s~@odosbo shHymgd@o MygmoaoyM Eo dogoyM MoGyomg|dab, 
BoMAMa|Z0dEo cm(339db9(3. Ws Dgm~mM(3g9db9(3, SdobLaob, 93 O4(393R0 YYMoE~r|dob 
bogaqmomo bofgagmob agmmMoqm sMomobdnIeg3gMyemmedob. Jobagab dmogoMa oym bg- 
dabdaghn Ignmeam ImgbgMbgdnbs Loboswgmab sbMyengds. 

Lommge@ sdob dg~@gaoo ab, md JoMaggemo bombab [6mdagMgQd9d0 o~mdm(3gbgdqemo 
BoMIsMaryemn MamMng0960 DFoEMME sMHsb Wsgo3gdaMgdqmbo JogngM Ibmamdbye3qmm- 
dobmsb Ed sMobsaMa 433g9nMO EsdaMab3s0M d90 Jom ImMoab oM dgnbodbyedo. 0439 a306~s 
SO3b0dbMM, Md ghagGa3qM ImeEgmos GMsbbyMMIs30960 gobbo3yoM|d0m M3gombo- 
Bob bes ymoRamaym goMes8 bab 89Gome@gddo, s64y MamoaayMa MbIg6o-boMdmeag- 
Bgd0b dg3gmob EMMb. H(z YRMAM BMbHMob8yqemo afJbgdmes Mgmog0qMH-dboRmdbyje- 
390MMdMnZ0 CWCosaMabsaM|d9 dggmbo wo sbs~ g8m Job dmmMob, dom 4RMHm dgZ8o qbes 
YMRamaym a56L630390 Lobsdegamab dbo G3gMyAm-gbog 8034 omfdodo. 

SdMnas@, dDogon~@sb Mgcmoansdyg aow@obgmoabob a3gmgd0 9d Amge~gbob Mg~oao- 
4QMH-RammbogayMa sm do Co DJobmsb gMmse, gbrg8o3yM-dboHgMqjmo ImegemaMyds. 
930 Abmamom dab bobsM9 gGo38bQJ JogoyMa MoG®qomgdab Ijz03Moe@ sMIbMyemgdgeno 
S5d0s60 MoZ5E oJHoqMse Imbosbamgmdb 09 8Mer(3gbdo, dg80(3, DoMmosgb jo0e@g(3 Job, 
sb og0 LobyMgqemo dgw@gaab dobombgg0@ 7339 Jobdg demagm, BgaoMeEdm domydb 
939QMOd. 

KoEMbEmdabs ws dgmm(339d0b bobs(33c~mmMe@, Babs 8e=msbbq dJgmbmgbs CEs Momo~@o 
gZodmeab, s64 Mgmsgdgd06 yHangMamdsdo HMosbbamMdoMe@ do se@odoobob ,,bowdmab 
8mbo". (bo@os, IbmMxMIbjEZ9~mMdM03 LaqgMmda AmdbeoM (33~mamM|dgdb Lobg(33c~ms 
NOES IMByYMMMes Ignbaz0EmMH-06Gmbs(304MH LagMmda3. ,,8mbsb" gmmoe w6e@o dq(3- 
Bemam~maym ab8Mbs309(3, Js ImMob Aybogo~myMo. Agdo sdbMHam, Jambmgbo-momo~@ab 
ABHMbs3aq\Ma bLsdyosMm JoMayem bombyM Agbozodo LEmMM{eE 9d 8gMaMe@n@sb joes 
Rodmyommndgoaymaym. 

LogMame, 3R30JMmd, MamognqMa JodoMmy|dob Mobeomsbmdom Cod330E@M]Jdob 
JAMAZ0Ms@ WNbeEs gogMaxyemgdnbs 09 EMMaL JoMaggemab AgbozomAM-gbagGog~Mo 
(36md09% Jd Co dadgn Dogi3o Dabo godIMsgoemQA{Mmgbgdab Ggbeg63aabmgo0b. 9d Ambsd- 
MHgoab asdmadab Logyqdggqmb dodmg3gb mog0@ MgmoaayM Lob&ygdoms dobsasba Bymds, 
AMAQ{Ma’Z dqbgdM0Z0 Imgemgbgdob Lamob 4y43qd~@gqd0MQobL (36mMdagMo@ ImJdge@ domydab, 


3ORIZ JMO goMEsd8Bg6o 89MameEab Jobsbgd 
JoMaqe Ignbozomy™M sbMmg3Z6gdodo 217 


gb 30 g93AMgdOM YRBMAM Mayma bobHmg6m 8Mm3gbos, 30EM] A~JoMe Jmdaoxbo- 
3gMdab qdMomm smasMgdo. dabo dq(36mds bogaMmgdb d93M9E 7RMM domom o6H9mg- 
J®qoomyM cembgb, 30eEM]J odab ~sd3g9d0, Mamdmb Img gbgd0 Eo boabgda gMmdosbgnb 
ALaogbyd0b dogonMa 8Mabi30380m dmbeg396. 

LoobGgMgbrs, Ms Lyfhomns JoMaqam Agbogomym QmmymmMda wmgde@9g Jg- 
ImMAgbaema 09 yobMadab badydgddo, MmMdAge~mmM AnbogomaMo gbs ImbdImdb dom oMgowyen 
SoMIMdsZg~@mmdob, sdobasb, IjoQameEss gsdmgmgbam~n Jomo 3o3doM0 Dsgnsbsb6 wo s~@- 
Agyow MaemagoyM-IbramdbgeggmmdmMag Lob&gIgemsb? Modegbsw@ gbdosbgde od yob- 
Mgoab LadomGa3yMa 390 gd Jagm abmbgmemaoyM ob38g48do godrmagdyen g9Moqjeob? 
CobSAM@I{d9 30 Yyrggemng9 BaIMA INEM AybogomynM-QmmgemmMyAma bodydgdob sbo- 
cmobaa? 

09 dobbam dbyMmb gobgnbo~ma Moan badydgdabs Aggbmg30b bLonb&gMgb gMmommdo. 
80M39EM0 Badyda aobemogm domgemo 3%0639~b 9, febgmomo Mogodo, 1962 6. 3-60 dob- 
Ga y~Mesbosb JogM (oroomioa. 1); 

gb badqdo (yam@mbobs@ sMob EszogdOM Zdyem0 dogoobasb. LobyMggemo Jo~@gaob do- 
Lomgdo@ of dgdemm33gmo LHAmoe@ aygbgdb dogonMa AnbozoemAM-ghagGogqMa oM- 
JgGo8ob s&ModyGgJdb: aobdgmMydsemdob, gMAMaZeMmgb6gdobo wo LobgmdMog-gdm3a0%yMH 
MgamodgoGyjMmdob. gb Godsb-mgabydgd0 Ajogame@ dgabadbyd0 9d damgmodo. bsdoang- 
AME oJ 0M sHab MbmMgZbo-379eEM Qda0b5 My Momose@ab obSHmbs300b Bgomo. gb oM(3 Mab 
gobo330M0, 30bsa@0b 9d yobMob bodqdgddo LogmMame oM Jgobadbgd9 MamagayMo do- 
doMOJd9, 9H BoayMaM|ob (36mdagMoa 0ag68o, gabo Eoymemngds3 oJ GqoeymMo dgodeg- 
do YAMRoMayM. ob, 0H Ab~Q {do Abraxmdbyge3;gmmdM3-BybJ30qMo ~Wsg3ggmo Mbmg3bob, 
B9EM J00bL aE®Mbsi3aNMo QmMdQ@|dab Imbsbdmdoe. 03039 aMJdIob Jgd~@gJa, bodqIS|,3. 
gb emab damgemrs e330) (9696 bod03d3m MgdgMByoMo~@sb aob~@s3o) — Mego, 1962 
6. dnbweos YrMeoboob g4b8g~e@0(309 (oxqonmdog. 2). 

03 dgg6909 dgdega baddb, gb gobmo3gm g7000b6d97 MoGam]do (gobgm0, bog. 960- 
bgcmo, 1962 6. dabeos ymMesboob gdb8ge00(309). gb MoG®yWomo Jom~mme yobgndoos (36m- 
dogo. dobdo Ambobaemgmdgb Joemgdo, MMIAGMMs(3 MOG yomob JgbMyemgdobob denbsmgdo 
dg043m ayymobo Eo 669396 Byommb. 9b sMab BomIsMa yma MgemogoqMHo bLob&gdobs eo 
dogoob dgMbydob J30q30m badydo. gMan IbMHng, Lobgbgs adoGs(304Mo0 Doanobmgoab wo- 
dobsboomgdgmoa ImJdg~@gd0 — Abasgbom dbasgbob dJa~mgdab 894060%IS] wogywydbgdyjem0, 
Amegbs3 bysmbg Bgdm{dgwgdom 33em03 bymab damgds Lyfin bgadob bobom, bmeam, 
dgmMg doMag — dgbnbmg96 mdghiak, momsew@am, 39EM 760M, Moms dao~Emb bobyM3gqemo 
4909389 (oromiog. 3). 

oJ IgoRaME fobb 39e@M dab ObHmrbo 309, MIGEGMbyM bobosmab baemgdom godmbo- 
Aamo, AMAgmb3 LaGy3{09h HaJLbA|dJo 80ME0380M sberogb Mogob dg3m@gds, Ignbmg3b6s 
Md;Madab dodoMin, Moms dsb Bys~mmds dma-~mb, 630d godmabog6mb wo dam ydgeoxy- 
MHgdo soMoemb dIanbrgbgemgob. ofggo gobdgmMgdsemds 3, 9MMA3Z0MM3Z6gd9(39 Co Lobgmd- 
Ha3Z-gIM(30yMo Mygacmsdg6GHyMmdo(3. o64), od 60dqddo MIAQMMoaL bbLybgdabL, Jgbodsdobse, 
AgmoagayMo ob3g4Gob gohgbob 330mws330~m, fb~@gd0 Jgmbmg3bs, 39@MgJd9; bmemm dogo- 
4 Jdgcegd9ob (SmamMa(3os Byemab Imb3b6s ~s sdam BmdAgmsomonMa BgogdoMgea0b sdm7- 
390909) g6dosb9d9 dogayMo AgbogomaAM-ghagGogqmo oMAg8o80b o&M0d78 960. 

BoMdsMaxyma Mgemogoabs Es dogoab gmgdgbHgd00 dJgMbydemo 60-60 bemgddo 
3-60 aMoame Abaggodab dagm fhobgGam MoGqomyMm boImgMosdo gmbyo. ambyomdab 
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HaSQocmob dgbMyemgdob EMMLbL, Joemgdb yoMe@sjoM OoJmbeGom Boab RmMdob Mmexobs. 
M30 CdMa gbogoMmgdmeEsm, bs(39Mb syMo~@bg6 Dob, my B3odo — Byomb obbym7d~e696 
~s Mb JegMmeby6 (oxyoomdoag. 4). 

oJo(3 Lobgbgo gMmagoMmgobqo, asbdgmMydoe@0 AgbogomAMa BmMdyQms, MMIg@A(3 
9539 Od LdEMd539E™ LUZWoEQM Lamgdb yo oagdqena Ed sysmndgdb dgmbm3bs-39eM%9- 
dab badoma349% ggemb. 064, M|mogayMa ob3g4Gob aohgbob, MmIAgma3 QbLyam~m boabob 
GgdqjbgdM0gZ0 do~mab MbI76sdo g:emobeEgQde, 9d bodgdda(3 Bg~@MgQd0-dgmbmgbob o68mbs(30- 
ab gofigbs sbmogh, bream jmbGogombyMo dJoaoob bodbgdb (GmamMa3oo bs(3Mab dgyMo, 
Bemab dobbdo wos s.0.) - dogayMo AygbazoemMH-gbag8o3gqMa oMAg8od8ob o8ModyG do. 
bonb@gMgbms, mI gmbyeob bsdbdosb 39M%0sbGday sbo~mmanymo LyaMomns (sy@omdesg. 
5). 

SdMnAs@, BgEMgdabLs MY MomseEab obF\mbsy3oaqMa RMMIQM|d0b aohgbsdao bIgd0b 
Mom@gomds jo 0M Msdodmdb Jdg~eom Mmemb, oMsdg9eE — Ibmamdbyge3g9mmdMn3-gborg80- 
37M0 Bobsddm3mgdoo. 

sMdmbogmgaab dasdo, 3ghdme, bggbyMgmdo aogME3gmgdeyomn aym dods30(39d0b 
dag® (3gemoab 8o0Mbgq AgbMymydyema bdam boSaMo~mo, MMIgmbs3 39%060 9M430. 337 
Haba, Lymbsb-bodsb aobdomB dom, Loacmmgcmo bdos. 030 o~@gmMmmanyMse ~s303d0M%)- 
SAMOS IM 33C@530 Wd SMA JbS~EN MgMgdgdo0b CoGaMAdsbLmsb. gogM3gmgoqmo dobg- 
cenmpdob mobobdse, Hoebyqom Mgmogdob IAmd30~@ma yobs gobobobagMgQd~@0. bream domo 
BMgZd BMbgMGHyemo 8oMHab woGaMgdobmsb oym aosoanggdyon0, Mo~@asbs3 bgd0bdagMo 
dasgomgoqmo gobabamg|dmes, MHmMgAMM(3 E3M99dM03 LodyoMmbs wo Jobob boymaagMg- 
dobamsb bsbosMgd0 domes. 339%06b sMogoMoM0 LogMam oH of3gb aoMe@s33momab bsde- 
30M EdGaM|dsbLOb. gb Jaggomgdyemab wWoGoMgd0b JognqyMo odoGo(3090. 

83M060b AgemmMeoyMo Jbogomoa sagdqmos EsMdsgo~m ImdMsmdsby Jb3q9M3Z0e~-byo- 
Mm@ob (em. dobgmob (89dn60) Ambogodo. bobgdg9 oaMgmgg Lobyob Gmbbg wodMyb9- 
dab 8Hab(3080, o6Gmbo3ayqMo Lofi3ggob godmymae; Ingma bLodmgmab ymMds4dbo@mdab 
dohomse@ 8MH0b6(308b of gMmo Ed 04039 Ig~mmeEanMa bsbobob godgmMgdo bsMImMoew@agob 
(sqroomioa. 6). 

9/3 dggbgd0 dMmdab bodmgmsb GmoderaMo, ogo AgoeEMM ag6g80349M go3zdoMb sd- 
Jmog6gdb da3gomgdqemab jqm8nb CogogdaMgdyemn boGaoMemgdab emg bob gmMIdabs ws 
Agbogo~myMa gbab mogabgdyMgdgdmeb. mogab dbMng, dacsgomgdyemoab BymBo XM 3oweg3 
BAw@S Bom|Memamda AbeEgQds Ed BoOMdmo~@agbb Mgmoagaab yd3qgmgb RmMdob, Mmdgea(3 
AgoeEMme sHab CogogdaMgdyonn dogayM Ibmamdbge@3qgemmdsboo6 (oroomdsa. 7). 

Jaodenhyddaiz AgbogomyMa Juogoamo yoomodegds bobyobo Ige~meoymo bsbobob 
IMoZoMRMsEOo asdIgmMydob 8M6(3080M; LMM Ms30E IJgmmeayMo bsboboa oJo(3 9Rxd- 
B9d0 db3ggMZ0eM-BysMme@sb WoMmdsgemo JodsMoryemgdob d4mbgy IAmdMomdsb. 09 Hodsob 
ImdMHomds Mog~@980M3qImo obAMbaMgdab gMa-gHH BMMds@ oMob dohbgyemo. Jobo 
d9d3g9mMdamM, MmMamMH’3 JaodenyMyddo, aby B3Mobdo, yormad@gds 39EMJdo-MoMmoe@ab oab- 
Ambs3ayMo LsedyoMm. sdobmsb, bobjbgq agodgh aobdIgmMygdoe@mdo3, 9MMA30MM3Z69d9(39 
©d LobgmdMng-gIMR3ayjMo Myamodg68yMmds(3. ob, FHM IbM03, MgemoaoyMo bob&9Jd9- 
dabagob, bmeam IgmMq IbMng, dogoabagob wosdobobosmgdgmo sGMody do. 

33630909 YymoRsda EM|{dD] JZIMMAZbA~MA MOG Qom|do, Low~s(3 JgMbYyIqQemos bom- 
JoMaQma Cs JHabSosbyema gmgdg6H Jd0. Jogomomoe@, AMdyMob bosbo~mberm Ime~m3- 
30, AMIGMb3 oGHoMgdb 84 Bemob ayMymn JomdoSmba — bobs domaMadgamoa bogygam 
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Jodomag@eb. 030 sbs~mo Bemoab Co~amdsdeag, Lomsdmb, bobmmom byendo, 8oMxgZMab ~m(3- 
300 dge@ob dmbaedo, of993b dambobs wo b4mMMgdb Ws Msb Mbmgbam BndsMms3b dmbor~m 
35876b (g0@gmdoq. 1), 

oJ abdob dgnbmgbab, 39@Mgd0b o6Gmbo(30gd0 (Ms(3 9% sMab asbo330%o, 306s0@0b, 
AgmoagayMo ob3g4Go oJ AgoQameEss aodmampboma, MmamMH3 GoMdoMayema, 3gh%dme, 
BoymaRagMgdob gam mb — d6MLOM 408766 Ed393gdOMJZdqYem0 LoGy30g9Mo HyJbGome 
©d JIJg~gd0m, aby JsMabGosbymo oGHM0dy8Bojzam — shagdyemo bsbamam wo 80MRgMob 
690m). JoMoosemos, gh obGmbs3agd0 bodgGy3ggemmes wo oH Mab Sdobes AgbozomyMa, 
d0aMod, 3R30JMmd, donb3 ds~@mosb LonbHgMgbmMs Es gbdosbgdo Aggob mgdob, dam qomm, 
Amd dagMoms LodommgdMago 3o3doM-qMangMamdgdab fodmysmadgdob gMa-gma bo- 
RNIZMsE, Imagbbybgdom, dgemm(339d0b Ob6Gmbo(30qMo Amb eo Jonhbgg0 (¢mbmbyenod9, 
2002), AMAMMA?Z AMOISZ0EM0 JHo0d0 b9dgGy39emM wo AqbogomyM 068mbo(309db deomab. 

SdMNAQSO, JoOMOYen AybogomyM QmmyzemmMdo EMgI@] JgIMMAg6o~, Jogosbmsb wo 
BoMdsMayem MAmagonM bLobSdgdmob wo3zo3doMgdqYe~m yobMJdbq (5330M39d0 (3bo~@y- 
3b, md ad badyydgddo, Lo~@s(3 Idmo3MMdb JoanyMo dbmy2mdbjw@3gemmMds, bobyb9 ag3o- 
Jab dogonmoa AgbagomaM-ghagGogqMo sMgGosabagab wodobobosmgdgemo o&M0dy8 950 
(asbdgmMydoEmbs, JMHIZ9MGMZ69d9 Co Lobgmamngn MyaAm@msdgbGo(309) Ws OM a3b3~e@gd0 
Hbmgbab, 39eEM dab, Momo@ab godmdbsH3gmo AybogomyM-bLydobHa3yMo RmMIq\emgd0. 
ag, bow@s(3 mogb ofgbb Mgmoaayma dodoMamgds, Ab~Sgd0 3g9eEMgdo-dgmbmgbab o68mbo- 
(30900. 973 9R3MM AZ3Zg9MMo~dS adIM3g~mgba~o MamagoyMo ob8g480, daw qRMm~ of Go- 
“Mas dgnbmgbabs my momoe@ab o68mbs3a0yM-LobgmdMago semobo. 

BoMdsMayEm BymMBjdm0b, Mgmogdgdm0b, My MaemngnqM bLab&{Igdm0b ~so3o3d0- 
MHgoyem ygobMyddo dondhbg30 3o3doMo Doansboob. od yobMado0b badyydgddo bbabgd~yem0 
268mbs(309d0 Co dogoyMa AnbozomyM-ghangGogqMo sMAgGodsob oGModySjd0 gMmoc 
ofg6b mogb. 

oJGoqm Anbozom]M sMHoJGogodo JgImMhgbow JoMagqem QRmrmzmmMyn dobomo- 
Bq WCsyMEbmdom, 39dM34309 g9Moyeb, MMd 39e@M% 7d0b, MomPo@al Aybo3oemMH-bgd0b- 
Ba3gMHo smobGob bsMdmdemds, L6OmMy{@, JogoqMaw@sbh MgmoagayM sdbMmgbgd0bq _ ,cQ0se 
aowmob3gmab* ybes IM3ymemmes (Ppesep, 1983). 

3R304MMd, dogon@sb MamMagnsby] go~esbgmobmsb WogogdaMgdqmo JAbogmdbge- 
390mMdMHagZ0 d3ZMQd0 YOyME woes sbobymoym JoMaqen AnbogomAM sbMmgbgdodo. dob 
dadao qbeEs dog30 yrmbGMobGob BoMggmoew@d gergdgbG® dob aohigbabagob, Iybogomym 
bobgms (0ygM96(309300b BHM EZgbLaLmgob, saMgm39 AybogomyMa LobobdIgGy3ggemgeob 
ZodMogoMag_Mmgbgdabo wes aoManmydab &g6eg6(30abLmg0b. 


godmygbgdqara mnggMoGgMo 
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GIA BAGHASHVILI 
(GEORGIA) 


ANOTHER TURNING POINT IN GEORGIAN MUSICAL THINKING 


The introduction into practice of the Christian religion in Georgia is justly considered to be a 
turning point in the history of Georgian musical thinking (Chokhonelidze, 2002). 

Though, I propose, there must have been another, earlier turning point, which must have been 
associated with the transition from magical thinking to religious thinking. These significant changes 
in the world outlook must have been followed by the mode-intonational changes; taking into con- 
sideration the multifunctional nature of the music of that period new musical-semantic formulae 
must have emerged. 

In the history of mankind’s ideological-aesthetic thinking the transition from magic to reli- 
gious beliefs and images is one of the most important changes. This was a quite complex multi-cen- 
turies-long process, which was studied and represented very well in a special literature. 

Along with the introduction of a religious attitude in practice, undoubtedly, corresponding 
changes must have occurred in the aesthetic consciousness and following it in the musical-artistic 
modeling system as well. 

The exposure of the incapacity of magical rituals, as it seems, may have caused significant 
changes in people’s minds. Since the whole world continued going forward without man’s assis- 
tance, it means that there were other creatures, much more powerful, invisible themselves, but 
ruling such natural phenomena which until then people had subordinated to the magical rituals they 
performed — such was the ideological mechanism of the inception of the religious attitude. If, first 
of all, the religion implies faith in supernatural creatures and subsequently the desire to gain their 
favour, it means that the occurrence of natural phenomena is flexible and changeable to some extent 
and that it is possible to persuade or encourage the omnipotent supernatural creatures so that they 
may change the natural current of the phenomena. 

The idea about the flexibility and changeability of nature is diametrically opposed to the prin- 
ciples of magic, which mean that natural phenomena are strict and invariable, therefore they cannot 
be changed either by any kind of entreaty or persuasion, or intimidation and threat. The difference 
between these two opposite world outlooks lies in the approach to the following issue of principle: 
the forces ruling the universe are of a conscious and personal character or are they not personal and 
conscious? When aspiring to “taming” the supernatural forces religion acknowledges the conscious 
and personal character of gods. 


Checked up to Here 

Therefore, as the religion implies that the universe is ruled by conscious agents, through whose 
persuasion it is possible to annul their intentions, by this feature it differs dramatically from magic. 
The latter implicitly assumes that the occurrence of natural processes is not determined by the per- 
sonal passions and wishes of the supernatural creatures but by the activity of the invariable laws. 

This radical difference between magic and religion explains the invincible, hostile attitude 
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towards magic the ministers of religion manifested throughout history. 

But as it is usually known this antagonism was demonstrated at a comparatively later stage 
of religion. At earlier stages the clergymen’s and sorcerers’ functions were often fused, to be more 
exact they were never separated. Man achieved the gods’ and spirits’ favour through prayers and 
offerings at the same time resorting to witchcraft and incantations which might bring about the 
desirable result without the assistance of god or devil. That is man performed religious or magic 
rituals, also offering prayers and resorting to charms, never paying attention to the theoretical in- 
consistency of his/her actions. Their actions were targeted at fulfilling their wishes by any means. 

It is the result of this fact that the heathen religions that emerged in the Georgian people’s 
consciousness are closely linked with the magic world outlook without any vehement opposition 
between them. Here I should also like to note that the transformations of aesthetic models must have 
been especially evident in the periods of drastic changes i.e. when the religious beliefs and images 
were changing. The more contrasting the religious — ideological confrontation between the old and 
new epochs, the greater must have been the difference in the artistic and aesthetic perception of 
reality. 

Let us summarize all the above mentioned changes during the transition from magic to the 
religion that occurred in the religious-philosophical perception of this phenomenon and along with 
it the aesthetic—artistic modeling. If at the previous stage man, strictly observing the magical rituals, 
personally takes an active part in the process and even directs it now he/she in order to achieve a 
desirable result already beseeches to the heavenly powers, which are stronger than he/she. 

Instead of sorcery and incantations, beseeching and appealing come to the foreground, 1.e. 
when communicating with deities “the conversational tone” is transformed. It is evident that the 
changes in the ideological sphere must have resulted in transformations in the musical — melodic 
sphere. Along with “the tone” the melody must also have changed, musical among them. In my 
opinion it must have been in this period that in Georgian folk music the melodic world beseeching 
and entreating took shape. 

Generally, I think that the gradual introduction of the religious attitude into practice may 
somewhat have complicated the musical — aesthetic cognition of those days and stimulated the 
tendency of its becoming multifarious. This idea of mine is based on the internal order of the reli- 
gious systems per se, which subordinates the occurrence of natural phenomena to the forces acting 
consciously, and this is a much more complicated mental process, than a simple recognition of the 
proximity of ideas. Their perception needs much higher intellectual level than the assumption as 
though the phenomena and objects follow one another according to the magical principle of resem- 
blance. 

It is a challenging task to find out what is the picture in Georgian musical folklore in the 
surviving specimens of those genres, whose musical language bears evidence to their archaic prov- 
enance, apart from that their connection with magic and earlier religious-ideological systems are 
distinctly manifested. How correctly does the semiotic field correspond to my conjecture expressed 
in the gnoseological aspect? Is everything, said above, proved by the analysis of musical — folklor- 
istic specimens? 

Now I would like to look at a number of specimens from the angle we are interested in. The 
first specimen is Mitvla prinvelze (bird-conjuring charm), recorded in the Racha Province in 1962, 
by Mindia Jordania (audio ex. 1). 

This specimen is definitely associated with magic. In order to achieve the desirable effect the 
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charmer makes a full use of the attributes of the magical musical — aesthetic archetype: repetition, 
homogeneity and limited imagery. These features are expressed vividly in this incantation. But 
there is no trace of the beseeching or entreating melody. It is not surprising, for the specimens of 
this genre do not manifest any evidence of the religious attitude, there is no conscious agent, whose 
persuasion may have been urgent. That is there is no ideological — functional demand for resorting 
to the beseeching, begging melodic formulae. The same may be said about the following specimen, 
another bird-charming incantation. This is an incantation Mitvla Livlivaze (livliva—a kind of a bird. 
This is also from children’s repertory) — Racha, 1962, Mindia Jordania’s fieldwork (audio ex. 2). 

As for the next specimen, it is Gutanze datireba (dirge over the plough) — (Kakheti Province, 
the village of Eniseli, 1962, Mindia Jordania’s fieldwork). This ritual is attested only in Kakheti. 
Only women participate in it. When performing the ritual, they take the plough into the river and 
plough the water. This is a definite and unmistakable specimen of the fusion of the pagan religious 
system and magic. On the one hand there is an activity characteristic of imitative magic based on 
the mechanism of an object under the influence of its similar object, when exercising influence on 
the water they strive to get water again, but in the form of rain; on the other hand they appeal to God 
beseeching to him to grant them a desirable result (audio ex. 3). 

Here the melody of entreating is evident, expressed by the movements characteristic of lamen- 
tation. In the word they are beseeching to God for granting them mercy, to send rain to them, thus 
avert the misfortune. Here there is also reiteration, homogeneity and limited imagery. That is in this 
specimen following the mentioning of God and accordingly, the emergence of the religious aspect, 
beseeching and begging appear, and to the magic activities, (such as ploughing the water and in this 
manner setting in motion homeopathic relations) correspond the attributes of the magical-aesthetic 
archetype. 

The elements of pagan religion and magic are fused in the ritual song Gonja recorded by 
Grigol Chkhikvadze in the 1960s. When performing the Gonja ritual women carried a male doll 
from door to door. If they needed good weather they scattered ashes on the doll, if rain was needed 
they poured water on it, singing all the time (audio ex. 4). 

Here we again have a homogenous, repeated musical formula, constructed on the ascending 
and descending secondal movements, forming the semiotic field of entreating and begging. That is 
the emergence of the religious aspect manifested by the faith in the supernatural power of a lifeless 
thing, in this specimen too is accompanied by the appearance of the beseeching melody, as for the 
signs of contagious magic (scattering ashes, pouring water etc) — the attributes of the magical-aes- 
thetic archetype. It is interesting that the picture is analogous in the three — part version of the Gonja 
(audio ex. 5). 

Therefore in the emergence of the beseeching or entreating melodic formulae it is not the 
number of voices that plays an active role, but the ideological-aesthetic aspects. 

In the highlands of Eastern Georgia, namely in the Khevsureti Province a “dirge over the 
scythe handle” performed by a man was popular. It was called Gvrini. As Sulkhan-Saba Orbeliani 
explains in his dictionary it is a melody of lamentation. Ideologically it is associated with lamenting 
over mortal and resurrecting deities. According to the prevalent view the reaped cornfield repre- 
sented a martyred deity. The dirge itself was connected to the lamenting over a concrete person, as 
any dead person was viewed as a power associated with the divine world and fertility of the earth. 
“Gvrini” has nothing in common with the real lamentation over a dead person. It is a magical imi- 
tation of lamenting for the dead. 
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The melodic texture of Gvrini is constructed on the descending movement from the highest 
sound, the “summit — source” (L. Mazel’s term) towards the tonic. There is also the principle of 
returning to the initial tone, formation of the formulaic intonations, and the basic principle of the 
formation of the whole song is the repetition of the same melodic model (audio ex. 6). 

As for the labour song Mtibluri (Reapers’ song) it manifests close genetic links with the char- 
acteristic features of the dirges by both the verbal text and musical language. The cult of the dead 
emerges as early as during the Paleolithic age and represents the oldest form of religion closely 
associated with the magical worldview (audio ex. 7). 

In Mtibluri songs too, the musical texture takes shape by the principle of reiteration; here 
too the melodic model per se is based on the descending movement from the highest sound. The 
movement of such a type is considered to be one of the forms of the original intoning. Through this 
phenomenon the melodic world of beseeching and entreating is taking shape both in the “Mtiblu- 
ri” songs and Gvrini. Apart from that they are characterized also by reiteration, homogeneity and 
limited imagery. That is, the attributes characteristic of both religious systems on the one hand and 
magic — on the other. 

In everyday life there are some surviving rituals in which pagan and Christian elements are 
fused. For instance New Year congratulations to the cow shed which is performed by an 84 — year — 
old Nina Shatirishvili (the village of Mamati) from the Guria Province. On the eve of the New Year, 
in the evening she goes into the cattle shed, praying and crossing herself, she feeds the cow and the 
calves and beseeches to the “Boslo Batoni” (Master of the cattle shed) (video ex. 1). 

Here the melodic models of entreating and begging are heard (and no wonder, because here 
the religious aspect is distinctly manifested, both by the verbal text and the activities associated 
with the pagan, namely the fertility cult — “Boslo Batoni” and the Christian attributes — a lit candle 
and crossing oneself). Though it is true that these melodic models are verbal and are not purely 
musical, | think that still they are very interesting and are close to the topic under discussion. The 
more so that one of the foundations of the links and relations between the sounds the melodic for- 
mulas of incantations is considered (Chokhonelidze, 2002), as a transitional stage from verbal to 
musical sounds. 

Summarizing all the above, the study of the magic that has survived in Georgian musical 
folklore and the genres connected with the pagan religious systems reveals that in the specimens 
where the magic worldview dominates, the attributes characteristic of musical — aesthetic archetype 
(reiteration, homogeneity and limited imagery) are present, and there are not any musical-semantic 
formulae expressing begging, entreating, beseeching. Where the religious attitude is manifested the 
beseeching, entreating musical models emerge. The more vividly the religious aspect is expressed 
the more active the beseeching or entreating layer is. 

In the genres associated with pagan cults, deities, or religious systems the links with magic 
can be noticed. In the specimens of these genres the melodic models and the attributes of the magic 
musical-aesthetic archetype are manifested together. 

Basing on the Georgian traditional material, which presents interesting specimens that sur- 
vived in the active musical practice, I suggest that it was the “great transition” from the magical 
to religious thinking that triggered the emergence of the layer of “beseeching” and “entreating” 
(Frazer, 1983). 

In my opinion the ideological changes associated with the transition from the magic to the 
religion were sure to be expressed in the Georgian musical thinking. It must have stimulated the 


Another Turning Point in Georgian Musical Thinking 220 


emergence of the initial contrasting elements, the process of differentiation of musical aspects, also 
the tendency towards the musical imagery becoming multifarious and more complicated, 
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Audio examples 
Materials are preserved at the Archive of Georgian Folk Music Laboratory of Tbilisi State Conservatoire: 


1. Mitvia livlivze (Counting song) — village of Glola, Oni District, recorded by Mindia Zhordania, 1962; 
performer Natasha Bidzishvili, expedition tape #145—02 

2. Mitvla prinvelze (Counting song) — village of Glola, Oni District, recorded by Mindia Zhordania, 
1962; performer Bidzishvili, expedition tape #145—03 

3. Gutanze datireba (Lament over plough) — village of Eniseli, Qvareli District, recorded by Mindia 
Zhordania, 1963; unknown performer expedition tape #151—18 

4. Gonjaoba (Weather song) — village of Eniseli, Qvareli District, recorded by Mindia Zhordania, 1963, 
unknown performer, expedition tape #151—17 

5. Gonja (Weather song) — village of Gavazi, Qvareli District , recorded by Grigol Ckhikvadze 1955, 
unknown performer, expedition tape #32—1 

6. Grevinva (Mowing song) — village of Lapanquri, Telavi District, recorded by Kakhi Rosebashvili 
1964. performer Jakob Nageuri, expedition tape #161—21 

7. Mtibluri (Mowing song) — Tianeti, village of Sachure, recorded by Mindia Zhordania, 1959, performer 
Chincharauli, expedition tape #77-14 


Video example 


1. Boslo batono (O Lord of Cattle-set) — Fragment from the Public TV program Aguna. Ethnographic 
Assays by Soso Sturua, 5 January, 2013 


Translated by Liana Gabechava 
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NINO KALANDADZE-MAKHARADZE 
(GEORGIA) 


POLYPHONIC THINKING: AN UNINTERRUPTED GEORGIAN TRADITION 
(BASED ON THE EXAMPLE OF CHANTS BY POLIKARPE KHUBULAVA)' 


Introduction 

Polikarpe Khubulava occupies a particular place among today’s performers of Georgian tradi- 
tional music. This singer from Odishi (Samegrelo) is indeed distinguished for his personal qualities, 
diverse repertoire, masterly playing of the chonguri, high performance skills and fruitful pedagog- 
ical activity. 

There are critics who blame him for “making Megrelian songs sound like Gurian”. Batoni Po- 
likarpe himself admits his particular aspiration to improvisation — the basic principle of folk art. He 
loves novelties, the process of creating music — the creative activity, so demanding for a performer, 
particular the attitude to the co-singer — who ornaments the polyphonic texture. In his opinion, “one 
should be very careful when singing Gurian songs, not to slip out of the voice part; one should 
guard other voice parts just like a dog watches a hare when hunting. “These words show Polikarpe’s 
character, performance demeanor and mode of life (batoni Polikarpe is still a very good hunter). 
He always seeks a high level, selects particular masters and he loves Guria, possibly because he 
cannot find a competitor in Samegrelo. He estimates songs according to their complexity and refers 
to many examples as easy and ‘simple’. 

In August 2014 Polikarpe Khubulava was 90. The Foundation “Kartuli Galoba” (“Georgian 
Chant”) asked me to prepare a monograph for his jubilee. The singer’s biography is quite well- 
known. Polikarpe is a frequent guest on radio and television programs, concerts and festivals. His 
creative evenings are often held in Zugdidi and Tbilisi; the booklets of the issued CDs and internet 
sites tell us about his life and creative work. When working on the monograph the desire to find 
something different brought me to the chant traditions of the Khubulava family. At one of our 
meetings the song-master told me that as a boy he studied Shen khar venakhi (Thou Art Vineyard) 
and Mertskhalo mshveniero (Beautiful Swallow) from his father; that in the 1970s the Folklore 
Commission of the USSR Composers’ Union recorded folk songs from him in a combined way’. I 
decided to ask him to perform the chants in the same manner and visited him in Zugdidi equipped 
with the multi-channel device’. After documenting folk examples as performed by his ensembles 
(“Chela”, “Odoia” and an ensemble of veterans) I asked Polikarpe to sing all three parts of the 
chants himself. We recorded the examples without rehearsal at the first attempt. It was just before 
Easter, and so I also ask for Kriste aghdga (Christ is risen from the dead). After the first phrase 
he stopped and continued chanting only after completing the prayer (...trampling down death by 
death) (see audio ex. 1-12). 

In the paper I will touch upon a few significant issues arising in the study of the Khubulavas’ 
chant traditions: one is linked with Homo Polyphonicus’s musical consciousness (Zemtsovsky, 
2002), the other with the origin of the chants preserved by them (fig. 1). 
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Fragments from Biography 

All the family sang: The mother Minadora Bigvava, her seven daughters and Polikarpe, the 
youngest of the family. Father-Erasti Khubulava (born. 1882), was a renowned singer-chanter and 
song-master. The entire village respected the musical family. Moreover some singers even avoided 
singing in the Khubulavas’ presence. Batoni Polikarpe told me that this was why the pilgrims walk- 
ing door to door for Christmas Ali/o never came to them. 

Erasti Khubulava studied at the Martvili School of Chanting for 2 years, his teacher being 
Maxime Vekua from the village of Kitsia (we have no information on this person so far). As Po- 
likarpe says Maxime could have also had a professional musical education (he played the violin and 
gave pitch to his disciples on this instrument). As a sign of respect and love of Maxime Polikarpe 
scattered the sand taken from Kitsia on his father’s tomb. 

Erasti thoroughly studied all three parts of many chants, but most often he sang bass. Before 
the establishment of Soviet Union authority he was a deacon at Sabendeliano St. George Church in 
the village of Jikhashkari: an archpriest according to Kalistrate Samushia (Chitanava, 2010: 142). 
He chanted together with Dzaka Pipia and Duru Bendeliani. Erasti Khubulava was friends with the 
coryphaei of Megrelian song such as Dzuku Lolua and Rema Shelegia. As we know, they were 
disciples of Dimitri Chalaganidze — a renowned chanter, also representative of the Martvili School 
of Chanting (Kalandadze and Urushadze, 2003: 14; Zhvania, 2013: 10). Thus, the chants recorded 
from the Khubulava’s can be considered examples of this West Georgian School. Polikarpe himself 
mentions that the chant variants he studied from his father are absolutely different’. 

After the establishment of Soviet authority Erasti Khubulava was obliged to deconsecrate and 
worked as a switchman on the railway. At one point he even taught Russian at school. Later he cre- 
ated a 45-member choir in Jikhashkari, some of the choir’s repertoire: Ariaka Mura, Akhali Kuch- 
khi Bedineri, Voshvarada, Dil-Dila and Veengara Nanaskua was documented by Grigol Kokeladze 
in 1931 (Kokeladze, Manuscr.). 

Little Polikarpe grew up in musical surroundings and easily studied songs. The director of the 
7-grade-school in Jikhashkari soon noticed his particular talent and asked the 7" grade pupil to cre- 
ate a choir. Indeed Polikarpe taught several examples he had studied from his father, among them 
Kajuri (The Kajaia family Travelling song), Chela (an old version, known as Akobias’ version) to 
about 30 other pupils. When the members of Erasti’s ensemble liked a song they would switch on 
the player and the 12-13-year-old boy would listen to the recording. After listening several times 
he knew all three parts and even could teach them to the singers of his father’s choir. He listened to 
Megrelian and Gurian songs with ardour and even spent entire nights listening to them (Urushadze, 
2007: 323). 

Batoni Polikarpe regretfully mentions that he studied only few chants from his father. “Erasti 
took the knowledge with him into the grave... No one sings similar variants today”. Young Po- 
likarpe liked chanting, but he was afraid to have contact with his father, as going to church was 
prohibited. “It was considered shameful to see us his children together with father” narrates the 
song-master. He recalls the facts of persecution and abuse of the clergy. 


Martvili 

Martvili (formerly Chqondidi) is one of the most significant monuments of Orthodox Geor- 
gia. According to all sources here the pagans sacrificed babies to their idol, Chqoni (Megrelian for 
‘oak’), Chqondidi — means ‘big oak’. The refectory table of the Martvili Monastery is placed right 
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at the bottom of the oak tree, which was chopped down by one of Christ’s disciples — Andrew the 
First as he was called when he came to Georgia in the 1“ century. The name Martvili was given to 
the place when a martyrs’ church was erected here in the 6"-7" centuries and a monastery complex 
was constructed, but the Episcopacy retained the name Chqondidi. 

The Martvili Monastery was a great cultural-educational centre. Many renowned bibliophiles 
and hymnographers worked here’. There was a krypteria, rooms for scriber monks, and books 
were translated and original works were created. Here Giorgi Chqondideli, the tutor of David IV 
Aghmashenebeli (David the Builder, 1073-1125), king and great reformer of Georgia, performed 
his roles. Here they planned together the unification of Georgia, and the construction of the Gelati 
Monastery and Academy was also decided in Martvili. Thus the Martvili School of Chanting pre- 
ceded that of Gelati. The documentation of the examples from Martvili is very important. 

Unfortunately, some old material is not available. The existing data is related to the Chalagan- 
idze family, who migrated here from Guria in the second half of the 18" century. Initially Dimitri 
Chalaganidze was his father’s assistant in chanting, then he studied with Grigol Dadiani — the 
Bishop of Guria-Samegrelo. Other disciples of Dadiani were the full chanters Anton Dumbadze, 
Gakhakia Chikovani, Alexandre Mgeladze, the Kontridze brothers — chanters who were good con- 
noisseurs of all three parts of the year’s chants, the construction principles of cannonic chant, and 
the old Georgian chant writing system (neumes). It should be mentioned that Artem Erkomaishvili 
taught chant in Martvili in 191 1—1917 (Sukhiashvili, 2007). I think it is necessary to consider these 
facts in a comparative study of the chant-song traditions of Guria and Samegrelo. 

Earlier in 2003 based on Kukuri Chokhonelidze’s observation I considered Rema Shelegia’s 
variant of Mravaljamier as the only example of this school (Kokeladze, 1984: 179). Let us supple- 
ment the chant of the afore-mentioned centre with the examples recorded from Polikarpe Khubu- 
lava. 


On Chants 

Why did his father teach Shen khar venakhi and Mertskhalo mshveniero to Polikarpe? Why 
did the young man memorize these particular examples? How did the chants dedicated to the Virgin 
and John the Baptist survive the Soviet Regime? In my opinion the answers should be sought in the 
hidden semantics of their verbal texts. 

Evidently, Erasto Khubulava was well aware of their significance, but for fear of censorship, 
to protect his family members and to save the examples, he purposefully concealed their essence 
(let me remind you that other chanters, such as Artem Erkomaishvili, also concealed their knowl- 
edge of chants). Polikarpe and many other people born in the Soviet epoch still consider these as 
songs dedicated to the vineyard and the bird (swallow) heralding spring. In the materials of Kalis- 
trate Samushia, the renowned collector and researcher of oral folklore Shen khar venakhi is referred 
to as Simghera venakhze “Song of the Vineyard” (Samushia, 2001: 19). The same author mentions 
the example as a “chant to the vineyard” (Samushia, 2001: 20). 


Polyphonic Thinking and the Technique for Documenting Chants 

As Polikarpe says: “Erasti knew different signs for notation: dots, lines, those indicating as- 
cending and descending sounds”. Obviously a script with neumas is meant here (the earliest Geor- 
gian collections with neumatic notations date back to the mid-10" century). Unfortunately, Erasti’s 
manuscripts are lost, but it is interesting to note that in July, 1959 Otar Chijavadze documented 
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Tsmidao ghmerto (Holy God) from him and fellow chanters in a graphical form (fig. 2). 

This undefined method for documenting a Georgian chant is unknown to me. Despite the 
fact the documented song is an example of urban style chant of the later period’, I think it contains 
noteworthy information from the standpoint of the interrelation between polyphonic thinking and 
recorded text. The draft shows the direction of the top (or middle) part melody (parallel thirds), but 
the final movement in bars I and III (ex. 1). does not correspond to the top voice part. I think what 1s 
indicated here is the movement of the bass, which may also be testified by the repetition of a vowel 
in the verbal text (I completely exclude the possibility of chance or a mistake), i.e. two voice parts 
are united in one draft which indicates to the performer’s polyphonic thinking, inner perception of 
the vertical (combination of different voices during single-part performance is not an unusual oc- 
currence for Georgian singers). If my supposition is correct, we may arrive at a conclusion of major 
importance for Georgian musicology: a similar principle of polyphonic thinking may be reflected 
in the neumatic documentation of the single-voice recording. 

Polikarpe was not able to chant using his father’s graphic draft. Shen khar venakhi as per- 
formed by him was documented by Kalistrate Samushia as follows: 

Shein-sheinkharu-veen-aaaaaaaa-khi-aakhlad-damyvaiaaaa-vee-buuuuuuuuu-lii-noru- 
chei-eienu-keee-tii-li-daaanerguuuuuuuu-lii-aaalo-alo-vordo-msuurneeeeeeeee-lii-saa-mut- 
khiiiis-piraaaaaiaaghmo-suuuuuuuu-lii-taia-ta-vi-tvisi-mzeeeeee-khaaruu-gadmobrtsqiin-vaa- 
leeebuliiii (Samushia, 2001: 19)’. 

As we see this recording is based on the allusion of the accurate number of vowels, and differs 
from other analogous examples that we have at hand by the distribution of syllables in the horizon- 
tal. For comparison I'd like to introduce a manuscript from the materials of Georgian World War I 
prisoners in German camps (1917, Minster); this belongs to Atanase Gegelia — from the village of 
Salkhino (Samegrelo) (fig. 3)* ( Tsurtsumia & Ziegler, 2014: 22). 

Presented in the chart is the first phrase from a different version of Shen khar venakhi, which 
testifies how different the Khubulavas’ version is (fig. 4). 

At this stage the performed audio analysis indicates its connection with the chant tradition of 
the Shemoknmedi School, which can be explained by the unity of the Guria-Samegrelo Eparchy 
and the closeness of the disciples from Martvili and Shemokmedi. 

The chants surviving in Polikarpe Khubulava’s musical consciousness testify to the viability 
of the centuries-old (at least two-century-old) local chant tradition. Their notation and fundamental 
study is a possibility for the future. 


Notes 


' Polikarpe Khubulava passed away in 2015 at the age of ninety. The 2013-2014 interviews are pre- 
served in the author’s personal archive 


* Unfortunately these recordings preserved in Moscow are unknown to us. On the educational CDs 
published by the International Centre for Georgian Folk Song Polikarpe Khubulava sings a particular 
voice part together with other performers 


3 Tam very grateful to Mr. Giorgi Donadze (Executive Director of the State Folklore Centre), Archil 
Burchuladze (sound engineer), Ucha Pataridze (coordinator), Nukri Iremashvili (driver) and Nino 
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Mamporia (Head of Zugdidi Culture Office) 


* It is true that Polikarpe often visited Gurians (e.g. the Erkomaishvilis, Domenti Karchava), but he never 
chanted church hymns with them 


> Toane Minchkhi (10" c), Stepane Sananoisdze (10" c), Iloane Mtavarepiskoposi (11" c), loane Mesve- 
te (11" c.), Tsminda Mghvdelmtavari Anton Tsagarel-Chgondideli (18"—19" cc), Romanoz Mesvete 
(19" c), Davit Chgondideli (19" c) and others 


° In the 19" century the Russian church replaced the traditional chant with such a chant. It is known that 
Georgians could listen to a church service performed in Georgian language only on Easter Day. The 
Communist regime completely prohibited church service. Chants were retained by families and thus 
they survived to this day 


7 “You are a vineyard /newly blossomed/Fresh, young sapling, planted in Eden/ A fragrant poplar, grown 
in Paradise/ May God adorn you/ no one is more worthy of praise/ you yourself are the sun, shining 
brilliantly”. The author of the text of Shen khar venakhi — the iambus for the Virgin is Demetre I 
(1125-1156) — the son of King David IV (David the Builder); he composed the verse when he was a 
monk at David Gareji Monastery. The author of the tune is unknown. This liturgical chant is performed 


at matins and is also included in wedding chants 


8 “Oh, swallow beautiful /canary pure/dove gold-colored/ sweet voiced turtle dove/ desert loving/sapling 
of the desert/Christ’s predecessor, make me fertile for my good deeds”. St. John the Baptist Chant — 29 
August-Beheading Day 
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Audio examples 


The chants are performed by Polikarpe Khubulava, 2014, April. (Preserved at an Archive of the Folklore 
State Centre of Georgia) 


1. Mertskhalo, mshveniero (Oh, swallow beautiful) — high voice 
2. Mertskhalo, mshveniero — middle 

3. Mertskhalo, mshveniero — bass 

4. Mertskhalo, mshveniero — attempt of association of voices 


5. Oriste agdga (Christ is risen from the dead) — high voice 
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6. Oriste agdga — middle 

7. Oriste agdga — bass 

8. Oriste agdga — attempt of association of voices 

9. Shen khar venakhi (Y ou are a vineyard) — high voice 
10. Shen khar venakhi — middle 

11. Shen khar venakhi — bass 


12. Shen khar venakhi — attempt of association of voices 


Translated by Maia Kachkachishvili 
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LyMonn 1. Syjac0@0, 2014. Bmemnj30%39 bAdQmogob fobgMab 38Mm(3g9bo 
Figure 1. Zugdidi, 2014. Recording session with Polikarpe Khubulava 
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LyMonn 2. Edo@om MAGGaMbL gMobGo bydqmogeb dagm RobgMomn aBMoga3yem0 bobsbo 
(Boggsgedg, 1974: 15) 

Figure 2. The graphic representation of 7smidao ghmerto (Holy God), made by Erasti Khubulava 
(Chijavadze, 1974: 15) 
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Lymomn 3. d9%(3boemm, 0d39609GMb bgembsbgMa 80%3g9m0 dbOgQmom mdob agMdobyemo 
dobs39d0b JoMaggm GHy3ggmo Jobomydo@ob (G4yMbydoo wo (3nacmgmMo, 2014: 22) 

Figure 3. The manuscript Oh, swallow beautiful from the materials of Georgian World War I 
prisoners in German camps (1917, Miinster) (Tsurtsumia and Ziegler, 2014: 22) 
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Figure 4. The comparison of the initial phrases from different versions of Shen khar venakhi 
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selati Schoo relati Schoo 
(Khubulavas’ School 
version) (Patarava’s ver- 


naaaakhi (Er- veenaaaaaakhi veenaaaaaakhi 
aaaaaaaa-khi qvanidze andVesh-| (Erqvanidze, 2011:] Erqvanidze, 
(probably, Martvi-| apidze, 2003: 326)| 151) 2003: 12) 
li School) 


School 
(A.Erkomaishvi- 
li’s version) 


veenaaaakhi 
(Erqomaishvili, 
2005: 58) 


Asasmmann 1. 6dow@om MA{HamM, hobyMo~ma Mas Ragysgedob dogh gMobGo bydqmogobo- 


go6 1959 Bgemb (Bagogedg, 1974: 15) 


Example 1. 7smidao ghmerto (Holy God), recorded by Otar Chijavadze from Erasti Khubulava 


(Chijavadze, 1974: 15) 
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650105 PIZSECILNAI 
(LdISHOIBILI) 


VFOMILN 69LIH0 LNIQIMISNL BMIBMBNGNIEN Vo 
QMHIIDGIM3NILNN N1938NLISIMISEN 
(LNISMENBBNL 36M3N995) 


LogoMmggemmdo boe@o 3ymmgdGoyqmo dhmdab qd3gqgmgbo 3mMdo oym, Mmdgmbe(3 
dmmdob 84m3gbob gobos@3gomgdmoe@ bdoMse@ msb Lodergms sbmes. Ladmegms oym Mm- 
3mM(3 IMAQdSgQms g9d0d66939d9em0, 9bg39 IMmIdob Ma8dob DJoMygaymoMygdgemo bLoby- 
abo. @obs3gmyMG-JoMagqem jgrmmg8oqm damdob bodagmgdb dmmab ogoMymo, 39%dmeo 
39, JmdqegmnMo bsenMyd0 8memagmbayMa JMogombdosbmdob, RmMdsJdbo~@mdnbs ws 
OEMddSGHyMgoyemo sbhMmgbgdob Jomo cmbam aodmaMhgae. 

MHoe@gsbs(3 JmdyemgnyMa boenMma bLodmgMs, daMamsese@, Mabbdosbos, dabo mm- 
80MQmo (mMa76comg0bo, 36 80gmbyM0) Ag7LMyEmgadabsmgob Lym (3mHo G30 3030 ay~m 
bogomm: mmo jwsdby9d0 (QaJdgero), mMHa aodyogebo, mMa dgdbdmdoMa wo mM dobo. 
Haqmds mabbdosbmdsd asbsdaMmds bdgdob bobgmbmegdgdabs ws Jomo ¥y764(30g9d0b 
gZobbobm3Mob dhogomagoMmds: 80Mgg9mo0 bdo — godyogebo, b3mMo~@a, gMobo, sbyy 3Mo- 
dobfyemo. 8oM3ZgIe~m0 bdob 89MGos do~mosb domom MyaabSMdos, dob dgbobMymgdmoce 
LogoMmese oMsd69dH030 bIaM yogo~@moa, Myd(30, daMaAMs@s@, _ZobbLbgo3~@gd0 3Madob4vy- 
mab Sodab IgemmeaqMo bo(393gd0ba06; IgmMg — AmJdgmo, Imddobbgemn, Igemgdbg. gb 
JMMaZ0M0 dzImMdobam~mos, MMd~M(3 Lod~mgMs obygd0. 9d bdsdo beEgds dohomsee@0 &J- 
qlOob aoGoMgdo0, madbob mdo. Igbodg — IgdbImssMHo (oQ039 Jomo dsbo), GMIAgGmbs(3 
abg39, Mmanm®3 d96b, BoMdAmboyemn gydob Byb4(300 odgb (sd RNb4(300b JoGoMZdgem00, 
Boboemmdmng, 3Madob¢qemob o6Gmbo309(3 godyogobab 39M G8o0do, Mmdgemai3 Jodab Abe g- 
do, AMEgbs3 do60 AmdMog0 Ige~mmenob IgdLMyemgdge@o0); dgmabg — do60, Mmdgembo3 
dmdqemgaam BseqMgddo bogdome@ wosdmaygaw@gdgemo dgmmeonma Lymemo dgodegds 
S4mbeogb. 

yobamo Lodegms, I33gmg3Mgd0bo Ed Mo3g0E DgILMYmgdemgdnb smbad3bom, docmoob 
AoQma ay ~os sdoGHd yoMaa Imdeagmemgdo gbogaMmygdme@s. yobyMob joman dgdb- 
Myemgdgema yggmagob Cowse@ Robmde@o. (36mdo~mos dgdmb3y930, Mmeegks(3 bs~@wamo 
LodmgMgdab odgnom dgdbMymgdgemb aoMes33omgd0b dgdega boMob bs(33cmse@ bow~@yMo 
qdMgMgb ws sdam CEnEN 89Go30 bi3gb (B-yemod9, 1971: 17). 

(30d@9 Lodmgmabasb dgdeasma Jmdqmgmqmo boeyMgdab (3ogcmoab dgbmymgds 
Iagma Emab aobdogmmdsdoa aym aosbsbomgdyemo: wama@sb Lo~ammdsdag, Low@oamm- 
S0E56 LodbMmds0eQq9 wo LodbMmdn@sb Lo~msdmdeg. ImMa~@ob ILIgZ6gE™a s~@3omoee oMfhg- 
30d, M4 MMdGM LadrgMolb JegMmes bo~@n. 3da30Ms@, Lodmgms EMmoab bobmday3 oym. 

dmdqemgaamo bsenMmo LodmgMgdo godmaMhg3o BmMMdab dJobdGodqMmdoms wo CEMo- 
JoGHQMZoqmo sS$MHmgbgdab Logdome Jomsma Embam. 3mo0eE@0dgM sbmdodob dagh fobym- 
aga ogoMama bowewyMa Ladegmgdob aoobsmobgdabsb f9do ynMo~@mgds Jond(300 bodeg- 
MHgdab RmMdob ofGoqMds dobsbdadsMaymydsd, OMsdsGyMgoabs Oo HmMMIsJdbo@mdab 
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Jemgdg6G dob MMdo goobMy{dyommdod Co QMongMamdg303doMgdqYemmdsd, aobgzamoMgda0b 
MMaAngyMmdsd. Bader bbybgdvyemde MogabgdyMgd9dd5 Co BseyMo Lod~mgMmgdob yRmm- 
doJdbsemdab 8Mer3gbob abgmdo mga0bg9d9dd0, MHmamMa3 oMob: 4yby3q80 hodmysmoadgdab 
84M (39b0, Lodegmab esbobyabda gdb38mboMgdyem0 dobommob boMabbmdmogo@ L630 Moba- 
do syg06s, EMsISHQMaoob God80, SMAQmMbo 3 AqbogomyAMo ow~gab ImJdg~@gdoda aobbbs 
sboboomgdb, — bogyyd3qmo ImId(39 Bse@qMa LodmgmMgdob bLodgymboddby, dom g¢qddoMo® 
LodgmbayM godjobgd0b9 AgboydmMs. Ladgmboddob (369d0 8oMZgmo@ gohbeo bLodg¢mme 
Igbogabd(3me@bgmdodo dmMab sbogyaggab bsdMmdgddo wes AgbLaZoEm AMO CEMosdSGyMaoob 
33M HAO GBo8b EoZo3gdoM@o, MMIgmZ AgbogomyAMo sbMmgbgdo0b Jomoma Mobaab 
dAZ969d9m0 ~os Loddme~mm aobw@o (Acadpes, 1971). odob dogbg@s30@, MY MmMammMoo 
Yggema BMbH3MJBHymo boboMImgdab EMsdoSyMaoqemo Imegeo 06 dabo 3md8imba30qyMa 
bdgdo, Bgderm fodmagmamon mogabgd4Mgd960 aobsd0MmMdg9d96 bobosMIM|dob Ladgymbobg- 
SqQeomdob, M973 Jos G3Myem-IgbogomyMo obMab q6y398mdodo, dob oMds ~s IMogomdb- 
a3 aobbbsdo 3mnbegdo. 

dmdqmgaama bse@qmo LadmagMgdab eMsdsGyMgoqjm wo 3md8mbai30qM Mogabg- 
d4MHJd900g9 LoboqdMme@ oMagMaa badydo gogsobs~m0bgQ, MyI(30, SIKAMSE dJoasmonmab 
bLobam dmgnyg06 3mo@0d9M sbmdodob dagh fobgMam, dobdGsdqMmdom wo Lamiowymam 
aZodmM@Rgym g9Mm-gMa Lodagmsh Jomo 30953 odboyMo (sbmdsdg, 1961). 93 bobgem- 
Bmegdab Ladegms Lo~@ammdn@s6 LodbMmdsde@g, s64) Emob y39mob]Q 3M39~@ Imbo339m- 
do Leyme@gdmes, Msd0(3, SbgdMgZ00, Q93~mg96o admbos Lad~agMob dobdGodgdbo we Jobo 
RMMISJIbsOMdab Mog0bg9d4Mgd90%5. 

LodmgMs abygd0 dobo3gmob @ybJ(300b IoGoeMgdgmo Ambsj3gQmom, Mmdgmbes3 oM 
sboboomgdb DjogQome hodmysmmodgdyema BgHMM-MGBIQeo syembo3o0 ws LMI HqM- 
Ma Ssd’Mmgbgdo. gb boba~mn, Mam mb, yobob Lbgo@obb30 gaymbgdo dyma bsw@ab 693%g9db 
Immob aow~sdsba~mb sbobogb. 80%390em039 HoJGjd0ws639 yagmb damogeMo o68mbo (3040 
doMng0. InJdgmobs (09939 ImIdsbbgcmolb) © AgdbdmdoMab 80H 8osdo symg|Mdyem0 d3a9- 
M900 (,,d“ ws ,,e%) (dog. 1), ob939 Imfdgmab 3MGBosdo godmgMgoqyemo nbS&\mbo(300 (e, d, 
fis#) 499239 Iago Ladegmoab jamm-ob{mbs30qMo bogyyd3qe~m0 beds. 

39330Ms@, Jgbog0~mo jag~mda MmogabgdqMo sbymdoss, j3oe~mmb boyMegbo dagMgd0b 
Imbadgbs. MmamMH3, Bmas@se@, Loaybem sbMmgbgdabomg3ob omMob ~wsdobsboomgdgenro, 
ofoMyem BseqmM bLodmgMydda3_ MgQdIS8qM-obGmbs3aqMo Logyqdgqmo begds Ms ab~@o- 
Z0EWSMabIZdYEMa MAdd, SMHddJO BMb3M]SHQmo LadobhGogyMo obymMdo(300b doGoM]d9- 
moa ab&mbs30qMa daMMmg0 ~s dgd@_AMId IM(3990qEm05 Jobo asbgamsMgdo0b abo. bodeg- 
Ms abygdo0 d(30%] Bmdab obGmbos30qMo soMagab g4b3mbaMgdom, MmIgmaA’Z YyBgmob] 
JobdGod4qMH bobgb boe~yMa LodegMmgdob aosbgamsM9d9~e@ bobo~do ombyg3gb, bmeam ~wod- 
SOMMM|dgem0 Hsbamgdobsmgab wWosdobobosmgdgmoa begds fodmysmmndgdqma mgd08qMo 
RBMMIAQMaL MobeEsmsbmdamn M9E4(30M {do Cs Jobo BaMZg7mo@0 DobLdGodgd0b s~m@a,96o. 

Dgbogmoab dgdega InmJdgmab 89M8asdo LodmgmMab ImogoMo Boban oymg|M@ gd wo 
abygdo 80M3gem0 bobogmo. 09 g8obme@n@sb Esbygdqemo da Jdgmbs wo asdyogo6bb Jmmab 
Cos~mans, dgdbdmdoMb ja bLoyMe@gbo dagMo (e) angams3b. InJdgmab 80M &osdo d-(39- 
Ajema AmsgoMa Agemmens, HMamM(3 gMo~a3Z0Mo Cantus firmus-o, Lodegmab dmemmdeg of 
a33gc@ab mogob 8mba(30ob. 8oba0 AybeEMdHngo 8MHab(3080M ZaMoMEJd5 Co ImMbs(33~™9g- 
moan yogmb mo anbeoab 30% 8oodo (doa. 2). bobyabo a6 8&mbs3a4Mo0 d0%M30 (e, d, fis#)) 
dagmo MMIQbEoasbo Bobgab gor~mmyMo asbgamsMgd0b grey begdo (d mix, e eol, fis#). 
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Lodmgmab dybozgomyma Jbmgomab y3qgmo dJomMasbobgdg9m 80M9d98Mdo gobdbobd- 
MgMgImo Mmeo o4gb aobgameMgdab, aobsbergdob 8MH0b303b. Ladegmob 380%39~ boboedo 
ImM3gdemn AmogoMa Bobgob LAMyIHyMs gobyby3q8em3 goba3e@a0b gobsbemgdsb, Jobo 
JobLdIGHodqMa gMHQ{MO BoMamg3g@gds, s6¥y aMdgmegds Jobo fodmysemadgdabs wo aod- 
ms-asbgamsMgdob 38m3gbo (Joa. 3). gZobobegdab 8Mer(3gbdo bsdyg060 s@aoma oMogb 
B0Ms3OyM-3Z59MasbHyemo aobgamsMgdob byaMbgdb. Jogso~mamee, IgmM] avyybeob dagm 
Go9(3goqew dobada, doMmomos, 0H a(33EMgd0 Ia Jdgmob 89MGos, JoagMsd godyogebob 
Age~mmens asba3@ab MaGIqQem-o6Gmbsi3074H Co Agemmeoay_M aosbsbemrgdob. MGmamhH3 
JoManmo bombyMa sb¥Hmgbgdabomgob sMab Eosdobsboomgdgma, JmdyemgayM bowry- 
Hgdda3_ Bmmabegds adMmgabos3ayemmedobs wo BmbbSobSyMo, CobshboM goobMadyeno, 
BMOLAMNAIM|dqQEMa QhagAmaL (oJ: In dgmab 89MGosdo boebadmgmm dgbemob 380%39- 
mse@o L&MAI®yMs wo dgdeEamd dobo godmygbgdo ym3gqemo Agbmab mgdoGHqMa Dobo- 
mab Logqdgmse) mobsoMbgdmds. bobodegMm LAM yJeymab gomosMamgds Cs 3oMGno6b- 
HYAM-ZoMos3ayemo (338mamgdgdob Mago abygdo 9339 80M3Zg9~0 aybeob dogM bsdmgma 
dmd936M Ambs33g9Mo@Sb. aobobemrgdobs ws doMaqQmoa (338mamMgdgdab oba(309GMMa CEs 
rAJO{MS8MM", daMaMs@0e@, 80%3g0e~M0 axybeab daLMy~mgdso. FAMdSbgMMSb 39MnsbSqj~ 
CdIMjzO@JdyeEMg{dSdo_ AdYMgyxqQd9 8oMBQIE~m0 avybeab dogM bsdegmo Anbe|do (Amegbs(3 
AIgbemab BobdIGoda3_ 30 9(33eMgds), berem AgmHJ aybeok dogh godgmMgdobsb IAybo- 
32H GH JLHL, GabsI@ 750M] goMo0bGmsb6 dadoMmgdom, domme d30%]J 3:oMo0(30%jem0 
(33c70~gJdgd0_ gI5Gge0- 

Lodmgmab dmde@g36m, sbsmo bobo~mob woby7d0 B7bqQMyAMo@(3 OMab godmymgQo- 
mo. begds bdgd0b aodmandgs, sbo~@ma boba~mob AmoegeMo0 obgob gdb8mboM dob 330r93 
IaJdgmoa sbegbb. 5d boboemo~@sb AybogomyM Jumgamdo g9Maggd0 Wosdsem@moa do060 Es bLod- 
MgMs Mb bdsdo sym|ME ds. My30 8oMZgq~ boba~do beEgdme@s ImogeM0 Bobaab mob- 
CoMsbmrdamn dobdGsdqMa gogyoMamg|ds, QBMMAM|ZdqQma LA|MAI®qMs IgmMy boboedo 
(33900 DobLdGodom IAgmMegds. LodogagMme, 330Emgd9EMdob, 3oMosbGqyeom-30M09(30- 
ema asbgamseMgdab Bommob of ImJdgmab, s64) Lodegmab ImogoM0 Boban gIMMho~g)- 
do (4(33@ge0 MHAgdo domme wsdsdsmemmydgmo, bogo~@sbbe boagamdo). yogmoemdab 
IM53Z0EMYIMMZ69d0b, Job g:9MabGymmdob Jdbob bobodeagmm Agbedo 3Modsbfqjmobs 
God addyngobob gobbb63g03gdyem0 Agemmeaymo MMbsdIgZbHab IJrby o6Smbo(30gd0b dmbo(33- 
mgmeds (doa. 4, 40). 

RNEA30NMSO IMIOIZOM Robob, Jg7bedg bobo~mob Eobobyobo 33ge@m03 bIgd0b aodm- 
madgom Mab smbodbyyenn. 09 dmdgbGb bodb qbgedb obg39 dam bmdob yBModgd0b 
MMBAMYEMO asdgmMMyds. Imgm dgmMy bsba~da dohomse@a LobodmgMmm dgnbemob dobdso- 
d0 Bobs bsbo~@mmsb dgwmsMgd0m Jg339(30~mOS Ed MQENQR3OMQd0bL gb 8Hm3g9bo Imd~@g36~ 
©ob3360m boboerdo, gmesdayg aMdgemm@gds. Igbodg boboerdo Lobodmgmin LaMyJqmob 
499(30M9d9 asdmobgne JMmdob 8Mer3gbob ohJoM|d0d ~o, Jgbodsdoboe, Lodegmob &9930- 
bo @o wabsdajzob 498 969d. Lodmgmab dmmmby96 8gd80 Es CEododymmeds od~@ Jbs~@ domo- 
mas, md Imdmgmemgdn 9d bobo~mab dobMymgdobob GHoJbOob asdmgMgdab bo33emoc 
4309, 9MMdISM(33EM006 aemmbrmomagdbs ws dgdobam dq asw@ownsb. Lodegmob wobo- 
daha aobgamoMgdab gamdoabs3aqM db3q9MZ0mbq MnbbdInsbo 39M8o30Em0 Jomeme mma 
SGMOMOOM, MaMM|yem0 bIs jo MMO dagmMab dmbs33eEmgmdom DzIMOQoMamgds. Lad~egms 
bIgd0b MsbeEsmsbmdaom asdImMandgam ImsgMegeds. Lam dmemb dgdbdmdoMab 80% 8odo 
mma dagMo obdob. 
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Zoobomadgdyena badydo~ob Afobb, Mmd boe~yMo LodemgMab ymMMdsJdbsemdab 38Hm- 
(3gbo gdmMhaemgds asdd¢mema aobgameMgdab 8Mabi303b. doybgwmogoe@ bow@yMa bodmgmg- 
dab BMMdob da~s VBobjd0~e, boba~mg|dseE Woyma@abs ~s domo BybJ(3aqMo as6bb630396%- 
mmdabs, mommgymo domasbo hoMaqmoas InsgeMo AgbogomyAMo aegab ws mgdsGobdob 
gZodgmenn asbgamseMgdob gMans6 8HM(3gbdo. VBod7do@ WoyMgs Bse~yMoa Ladeagmab weMo- 
JoGHQMgoab asbgamsMgdab sboe~m gGo3bj gow~obgmob Iohiggbgdgmoo. 

Lodmgmab gmmoobo @absdagma gobgamsMgdab dobsbdadsMaymoa 8M-(39bob bsdo 
ZoobLb6go03g9dqyemn Qobs oMs LoggbyMgdMng0@, oMsd9@ Ld8aMemabgdyMo 8MHab (sadam 
CodgogdOM{dqma AMadsbgmmsb, Ms(3 Lodgmboddob o~gob gMa-ghan yAbad3Zbge~mmgo- 
Bgbo dobsboomgdgemns. boe@yMa Lodmgmgdob dgbogomo eo 380M3g9m~m0 bsba~mn dmogoMo 
AgbogomyMa Lobabs Es MgdoGHobBdob |mMdaMgdab, Jobo fodmysmoadgdob 8Mm3gboo. 
3BMI8BMdBa(3aNMse@ gb, obg39, oMab MogabygdqMo goMd 960 ~EabsdayMo AgJoboddob ,,aobob- 
aqMgomoeo", dab ImdMHomdsdo Imboy306se@; ImIe@g36—, IgmMg, brmaxgM, Igbodg bobagmag 
— aobgamsM d0@0 Imbs33gQm0s, MmMdmMab gRoMacmg|dda3 beEgds MgdoGHobBdob boMabb~- 
SMagZ0@ sbs~m Mabado sygebo: 49389 QMMdaMgdqmo daogoMo AybogomaMa obMab bb- 
30@dL635 8M0ddsdo FgMQGo, Jobo dobsasba IMG b(3oomob Lbgo~@obb30 JodsMorygmgdon 
ZobzameMgjd0, sbs~mo ,bobbsagdob dogdob“ 84m3gbo; ~@ododmemmygdgmoa bobo~ma dageoa 
cCabsdoyMa gofjobgdob Jb3gqMZ0m0 Ed, STSZOEMMYAMoE@, godmo-goebzomeMgd0b bobsdwg- 
d0M%] GHommob wododyomydgdgema gHodsos. ogo bLodegmab dgbodg bsbagmdo & gd80 ws 
dobogsbo ~Enbsdogs JodbodomyM bodbymb ombggb, grm@s 09 weabsdayMa bodgmbobgo4- 
mo 8Mma3gbob ~mmangyMa wobygboo. Byemdobs3aqM BaMGambg Lodmgmab gmMmdodoco 
goby398ob bs(33gemo0e@ Im(39dqemoo dobo ba~-bygms JMmdoab 8Mmr3gbo, bdgdab mobeomo- 
Bmdam godmandgam, obj 0d039 B9MBamode@y Joygo6om, Loa~sbs(3 Eonbym mgdsGo dob 
gZodmo-aobgameMgdab 8Mm39bo. 

DoMasemos, abba~myemo LodeagMab oMsdoSyMaogqemo sMr3gbo dmbmagdsGyM bo- 
RNIZIMb DS sagdyonn, doaMsd ImogoMo0 MgIs8qMo Jobomab ImGHag3yMH cembgbg Jgndhbg39 
MMHa gBobobbgo39dyon0 Lobyabab doGoMdger abG\mbsgnsme Fo~oeoa, M9(3 Lodgmbobgdvyem0 
EMsdsGHyMgoab gMn-gha OMds dobsoMbMdMng-0EgyM bobb qyo3gdoMe@Jdo ws EMado- 
AHAMZoyeEmo BAmggbgdab dobsasbo IsdmdM39d9m0 BoJGmMos. gb sMab dgdoMmgd0m0, 
32139(39M, YR ofGoaqMo AybGab IoGoMydgeno, JogeMymo es modiMyema bodeg- 
Agdabomgob Eodobsbosmgdgemn 068mbs(309d0 ~s Jommsb IJgmoMygdomM YRMAM 8oboyMo, 
CoMdogoma, 8MbBa3aqMose J3gdImMM dadsMagmo, 39Me@EbomN 268mbs309d0. 9d MMHa Bosal 
AHMbs 308M Fo~omo bseyMyddo gobo’masegoymoe@ Jgademgds wo3gqgo3daMmm ddodg 
damdob 8Hm3gbob Lomiogymob, dobosb doda~gdabs @o dobo aowomsbgab aggob. odo- 
8d, Igdmb3930M0 0 oMab, md Ladeagmab fsdby4Mob, gemoe@ndgM sbmdodab bLag®y39d0m, 
Bse@qmoa Lodegmab yogmoe@mds bomdoM yoyabob gdbaogbgdmeo. 

Bseqma Lodmgmab Lodgmbodgdyemn asbgamsMgdob MmogabgdyM mg bo-s6Gomg doe 
94(393° Iqew@dogob, BmbbLGobHqjMobs wo (330emgdo@ab, g9MasbHab wo obgoMosbHab, mb- 
GobGHQMAmrdab es g:oMo0bHymmdo-goMos3ayemmedob 8Mab303g9d0b Imbo33emgmbs (Ws mo- 
BooMbgdmeds, MmamM3 Ingemoa 3md8m30d00b J53M JobdGodbJ, 9bg39, Job Lbgo~@obbgo 
0699. dagen LodmgMab JobdGodom Im(39d0q4emn9 domo Cosy 8qMo bobmg bo: mbs&o- 
HsGQMmdo begds (33g9mMgdoe@mdab gHa-ghan LobssoMmds, ImdMsemdab ws 96939 8o30b 
QoMyAb3gmboymea Jaws IgJobobdo, ob Lobyaba, MmIgm@a(3 dodab sderggb (339mgd0~eM- 
dob. 09 8Hm(3gbb Agbozo~mMa Lobob aobgameMgJd0 MgabmMdMngo bosbemobyg6 Iosyogb, 
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(3 Lodgmboddob gHim-gMa0 qdbadgbg~mgobgobo MogabgdyMJd09. MLGobsGqMmdobmsb6 
JMase, sfoMyomo BseqMo LodegMgdob mgdoGyMo dobom~mab aobobmgdab, (3g0~gdoe@m- 
dab Logyqdggmo begds goMosbGyer-goMoo(3oqema gobgamsMJd9 Jgw@oM dom L&odo~mayMo, 
4Q33mgemn LAM AIG®yMob goMamgddo. LOMA yMab JobdSodo0 o(33mgd0 Ingmo QmmMd- 
ab EMsdsHyMaoaymo asbgamsMgd0b gan Roba~@sb JgmMjbgq aowob3gmoabob. 

JoMaosemos, oFfoMAm bseyMm bodegmyddo AgbozoemMa sdbMmgbgdab qby398mdo0 
© Enbsdobda JMmdama BAM (3g7bob qWbyg78mdobs ~s ~obsdodbdIb qyzogdJoMe@Jdo, doaMed 
dodo dodeobsMg qMhoyemgbo dgqbozomyMa Imgemgbgd0, aobbogqmMydom, Inbo3zoemaMo 
a@gob godemo-gobgamoMgdab Lodgmbobgdqmo Gadab EMsdoHqyMaoqema dregmo, bw 
LodmgMgdb domomdbsH3gMyAma AgbogomyMa gBgbmdgbob LHoGqAbb sdemggh wo 4RMmm 
dommes oyg6gdb, 30EM], WdMo~mme, dDMmdob mobdbe™m]d wo Dob ~wCo4ggdegdoMgdqje~m Load- 
mgMob (Z0@g™mdsg. 1). 


godmygbgdqeno mn GgmoGgme 
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NATIA DEKANOSIDZE 
(GEORGIA) 


THE COMPOSITIONAL AND DRAMATURGICAL PECULIARITIES OF 
ACHARAN HELPERS’ SONGS (NADURDJ) (PROBLEM OF SYMPHONISM) 


Nadi (laborers, helping their neighbour in the fields at harvest time free of charge) was the 
oldest form of collective work in Georgia, and in order to make the process easier it was usually 
accompanied by singing. Singing both encouraged the workers and set the rhythm of the task. Of 
the collective work songs of western Georgia, acharan among them, Kobuletian Naduri songs are 
distinguished in particular for their high level of polyphony, structure and dramatic thinking. 

As the Kobuletian Naduri song is basically four-part, at least eight people were needed for its 
double-choir, antiphonic performance: two beginners (mtkmeli, reciting the text), two high-pitched 
voices (gamqivani), two high-pitched bass parts (shemkhmobari), and two bass parts. This compli- 
cated four-part singing conditioned the diversity of the voice names and their functions. The part 
of the first voice (gamgivani, tsvrili, krini, 1.e. krimanchuli) is in a very high register, it needs to be 
sung in an unnaturally high voice, though it differs basically from the Krimanchuli-type melodic 
movements;' the second — mtkmeli, momdzakhneli, melekse — is a sort of lead voice, which begins 
the song. This voice presents the main text and recites the lyrics. The third is shemkhmobari (the 
high-pitched bass part), which like the bass parts functions as the harmonic basis (this function 1s 
partially performed by the Arimanchuli intonation in the gamqivani (very high-pitched) part; in the 
gamgqivani (the high-pitched voice) part the krimanchuli intonation emerges when the bass part 
performs a movable melody). The fourth is the bass part, which may present a quite independent 
melodic picture in Kobuletian Naduri songs. 

As researchers and performers think it was very difficult to sing the Naduri song, it needed 
good performers. A good singer of Naduri songs was valued highly. There were cases when, after 
the death of some excellent performer of Naduri songs, instead of the traditional dirge a Naduri 
song was sung at their funeral, which indicated great respect for the deceased (Tsuladze, 1971: 17). 

The performance of an approximately twenty-song-cycle of the Kobuletian Naduri songs was 
staged over the whole day: from morning till lunch-time, from lunch until dinner and from dinner 
until evening. From a distance the listener could easily guess which song the helpers were singing. 
Thus the song also indicated the time of day. Kobuletian Naduri songs are distinguished by their 
large-scale form and quite a high level of dramaturgical thinking. When analyzing the acharan 
Naduri songs recorded by Vladimer Akhobadze my attention was drawn to the active realization 
of the form of the songs, a deep understanding of the dramaturgical elements of their form-creation 
and interconnection and the logic of their development. The peculiarities mentioned above and 
such characteristic features of the form-creation of the Naduri songs as the continuous formation 
process, raising the material presented at the beginning of the song to a new rank, the dramaturgical 
type characterized by the opening of the musical idea in an action — all this gave me grounds to 
speak about the symphonism of the Naduri songs, their true symphonic range. The notion of sym- 
phonism first appeared in the Soviet musical science in Boris Asafiev’s works and was associated 
with a concrete dramaturgical musical type which became the indicator and symbol of the high-lev- 
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el musical thinking (Asafiev, 1971). Despite the fact of what kind of dramaturgical model of each 
concrete piece of music and its compositional scheme are, all the specific features mentioned above 
condition the symphonized character of the work which is indicated in the continuity of the musical 
consciousness and the deep expression of the idea. 

In order to be able to discuss the specific dramaturgical and compositional features of Kobule- 
tian Naduri songs, I have analyzed quite a few specimens, though in this case I am going to present 
as a specimen one of the songs Kali vigav aznauri, recorded by Vladimer Akhobadze (Akhobadze, 
1961); the song is distinguished by its large-scale and complicated character. This song was per- 
formed in the period from lunch to dinner, i.e. during the longest part of the day, which, understand- 
ably influenced the characteristic features of the scale and the form of the song. 

The song begins with the section functioning as an introduction; it has no distinctly established 
metric and rhythmical pulsation and structural thinking. This part seems to indicate the helpers po- 
sitioned in different parts of the cornfield and addressing one another. The main intonational nucle- 
us sounds are heard in the very first bars. The sounds of the leading and the high-pitched bass parts 
(“d” and “e’’) and also the ascending and descending intonation (e, d, fis#) sounding in the leading 
part subsequently become the mode-intonational basis of the whole song (ex. 1). 

Thus the introduction is a sort of tuning up within the mode, the identification of the basic 
sounds. As it is generally characteristic of the choral thinking in acharan helpers’ songs (Naduri) 
too, it is not the individualized topic that becomes the thematic-intonational basis, but the intona- 
tional nucleus that carries the concrete semantic information, and further on the way of its devel- 
opment is presented. The song begins by representing a small intonational nucleus which reaches 
the highest scale in the developing parts of the helpers’ songs, but the gradual reduction of the 
established thematic formula and the restoration of its original scales become characteristic of the 
concluding parts. 

After the introduction the main tune starts to sound in the leading part and the first section 
begins. Beginning from this episode there is a dialogue between the leading singer (mtkmeli) and 
the high-pitched voice (gamgivani) while the high-pitched bass holds the basic sound (e). The main 
tune present in the leading part, as a sort of Cantus firmus, does not change its position until the end 
of the song. The melody develops according to the stanza principle sounding alternately in the parts 
of two choirs (ex. 2). The initial intonational nucleus (e, d, fis#) also becomes the code of the mode 
development of the whole two-stanza tune (d mix, e eol, fis#). 

The principle of development and renewal plays a defining role in all the organizing parame- 
ters of the musical texture of the song. The basic tune structure of the first part of the song under- 
goes permanent renovation, its scale is expanding i.e. the process of its spreading and developing 
continues (ex. 3). In the process of renovation the leading place is occupied by the methods of the 
variation and version development. For instance, in the tune taken up by the second choir, though 
the leading part is not changed, the tune of the high-pitched voice undergoes rhythmic-intonational 
and melodic renewal. As it is characteristic of the Georgian popular thinking in the Naduri songs 
the coexistence of the improvisation and the constant, premeditated, constructed unit (in this case 
the initial structure of the singing stanza in the leading part and subsequently its use as the thematic 
basis of the thematic material of each stanza) is expressed. The expansion of the singing struc- 
ture and the row of the variant-version changes begin from the portion following the one already 
sung by the first choir. The initiator and “generator” of the renovation and fundamental changes is 
mainly the performance of the first choir. The stanzas sung by the first choir are in the variational 
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dependence on each other (when even the scale of the stanza is changed), and when repeated by the 
second choir the version of the musical text undergoes only very little alteration in comparison with 
the preceding variant of the musical text. 

The beginning of the following new part of the song is indicated dynamically. The voices are 
removed and the basic tune is represented again in the lead part. Beginning from this part the low- 
pitched bass joins in the musical texture and the song sounds in four parts. If in the first part the 
main tune was expanding in scale gradually, the structure formed in the second part is repeated on 
the same scale. Instead, here the wave of alternation, variational-version development is obeyed by 
the main tune of the lead singer i.e. of the song (only the concluding cadencial structure remains 
unchanged). The diversity of sounding, its variants, are formed by the alternation of the intonations 
of different melodic harmony of the krimanchuli (yodel) and the high-pitched voice gamkivani (ex. 
4, 4a). 

The beginning of the third phase is again marked by the removal of the voices. It is also 
emphasized by the antiphonal repetition of short phrases. In the whole second part the scale of the 
basic singing stanza is reduced in comparison to the first part and this process of reduction is also 
continued in the concluding part the coda. In the third part the reduction of the singing structure is 
caused by the growth of the labour process and accordingly by the increase of the tempo and dy- 
namics. Towards the end of the song the tempo and tension are so great that when performing this 
part the singers instead of ascending and descending pass on to short, one-syllable nonsense-sylla- 
bles and exclamations. On the culminating peak of the dynamic development of the song the four- 
part vertical is limited to only two chords, and each voice to the alteration of two sounds. The song 
finishes with the gradual removal of voices. At the very end in the part of the lead-singer two sounds 
are heard. An analysis of the specimen shows that the formation process of Naduri songs obeys the 
principle of the through development. In spite of the division of the Naduri songs into inner phases 
and parts and their functional difference, each of them is included in the single through process of 
the main musical and thematic idea. The division into phases is indicative of passing on to a new 
stage in the development of the drama of Naduri songs. 

In the whole target-oriented dynamic process the three different phases are connected with one 
another not on the step-by-step but the spiral principle, which is one of the most characteristic fea- 
tures of symphonism. The introduction to and the first part of the helpers’ songs are a process of the 
formation and themes of the chief musical aspect. Compositionally it is a sort of “warming up” the 
mechanism in order to put it into action; the following second, and sometimes even the third part, is 
a developing portion within which the themes are raised to a new qualitative level: the main musical 
idea, that has already taken shape, is viewed in different lights, its inner potential being developed 
in various directions. It is a process of looking for “new facets”; the concluding part is the peak 
of the whole dynamic drive at the same time being the hindering stage of the wave preceding its 
spreading and developing. If in the third part of the song the tempo and inner dynamics reach their 
maximum index, the coda is a logical conclusion of this dynamic, symphonized process. Instead of 
abruptly stopping the song at the culminating point the process of its gradual disappearance takes 
place; the voices are removed by stages, i.e. they are brought to the point whence the spreading and 
development of the themes begins. 

Though the dramatic process of the song under discussion is built on a monothematic foun- 
dation, on the melodic level of the main thematic material the struggle between the intonations 
proceeding from different sources can be noticed, which is connected with one of the deep seman- 
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tic-ideological lines of the symphonized drama and is the internal motive factor of the dramatic 
processes. These are the vehement, courageous, passionate intonations characteristic of marching 
songs and the descending intonations, more passive and oriented downward in comparison with the 
former. The struggle between these two types of intonation in the Naduri songs may be generally 
associated with the idea of the difficulty of the labour process, grappling with this difficulty and 
overcoming it. Therefore it is no mere chance that as Vladimer Akhobadze, who recorded the song, 
says the sound of the Naduri song is reminiscent of a war cry. 

The alternation and coexistence of the principles of the perpetual, constant and the change- 
able, variants and invariants, ostinato elements and the variational become a kind of thesis and 
antithesis — both on the macro scale of the whole composition and on its different levels. On the 
scale of the whole song their dialectical synthesis is presented: the ostinato element becomes one 
of the preconditions of the changeability, the inner mechanism guaranteeing the movement and 
energetics, the source that stimulates the changeability. This process leads the development of the 
musical aspect to a qualitative innovation, which is one of the most important characteristic features 
of symphonism. Alongside with the ostinato elements the basis of the renovation and changeability 
of acharan Naduri songs is formed by the variational-version development within the limits of a 
comparatively stable, invariable structure. The scale of the structure is changed when the whole 
form goes from one phase of its development to another. 

It is true that in acharan Naduri songs the continuity of the musical thinking and dynamics is 
associated with the continuity and dynamics of the labour process, but the most complicated mu- 
sical phenomena that occur in it, especially the symphonized-type drama model of spreading and 
developing the musical idea lends the helpers’ songs the status of a highly artistic phenomenon and 
places them higher than the simple songs that accompany or are subordinated to the labour process 
(video ex. 1). 


Notes 


' A concrete form of melodic ornamentation (melodic jumps often on fifth and addition third) 


References 


Akhobadze, Vladimer. (1961). Kartuli (acharuli) simgherebi (Georgian (Acharan) Songs). Batumi: 
State Publishing House (in Georgian) 

Asafiev, Boris. (1971). Muzikalnaya forma kak protsess (Musical Form as a Process). Leningrad: Muz- 
ika (in Russian) 

Tsuladze, Apolon. (1971). Etmograpiuli guria (Ethnographic Guria). Tbilisi: Sabchota sakartvelo (in 
Georgian) 


Video example 


1. Naduri — fragment from the documental film Four-part Singing by Otar Chiaureli, 1950s. Preserved 
at the National State Archive 


Translated by Liana Gabechava 
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intonational basis of Naduri 


Example 2. The melody develops according to the stanza principle sounding alternately in the 
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Example 4. The alternation of the intonations of different melodic harmony of the krimanchuli 


(yodel) and the high-pitched voice gamkivani 
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L5035 HSBNIESNGI-BNBNENIED 
(20630) 


DIbLILN LNGSIMN IMOBONbINSEMS9: 
GNBMAMSNNLS Vd GIMINEMNMSNNL L53NNIbISN 


BabsdegdsMy) Imbbybgd9do asbgaba~Ms3 dgwoeMgd0M sbs~m MH3™MH IMogombdosb~m- 
dob Ed d939(3@900 Jgdmamsz0%ma Jobo geoboga30(308. 930 agobbbg03e@9d0 Lbgo@obb3e 
gonbrgqm®qMmyma Myaambgdabo ws mmyomyMa GMos@0(309d0b dabgw@gom. 0d ymMdg- 
dab BmangMan bsaMbobgmds (emgb 9339 22d04Momo Co ao~@sdg6gd0b 8oMob dobeyeo) 
DgIMMAgba~@as JdmMe~mmMeE Msde@g60dg AobobgMdo, dodab Mr39 BHMsea3o0a0b bogdome wowo 
Bsboemo emgbs3 saMdgmgodb Lagmgbegh. sdagomMoe, s@badbym bogambmsb wojogdomg- 
demo bgdabLdagMa gobbmgsegds Ed Wob3y36s Emgb Logodomm Jgodengds oymb. 

MGBY™MH gnbmdgbazmemmansda, qobegbo o6 Jg~woMgdam MmobsdjeMMg39 Bgb3qd0b 
dJmbg IMogoembdoobo Lodegms (6 533%>) Aggaemgomng aobobamgds, Mmamm3 3mdem- 
gmbos, Gob asde3 3d BQbmdgbL gq7b4(3amboemyM IoMIMbnsbasb (96 Brace 3sGde-- 
Bosborsb) 0303d0M% 9396. Joybgmo3{0@ asM3ZZQ%9Em0 Bogemgebydgdabs ws JjgdM\~O3g9d0b0, 
BIMdabo ,8MIMEMbos" BomMameE godmayg7b6gd9 Loge@obb30 93MMmsgm@m0 boe~mboab bodeg- 
Gab qobegbo L&omab wes HMose@a300b CEobobsboomgdmoe. shes dgaGobgb dobje@30m, 
AMAmab ymobagogo300(3 Mb30% gemhggab Imogombdosbo Agbogab goMase@ (36mdsoe@mo 
BoIMEMmaon@sbss sdembMeamo (Elschek, 1963), MsH3ZoqMo 8MdIMYAMbos 9Rxydbgd0 Jgb- 
Aymgdab Lbgoeobb3o GH Jbogob: g9Go0(30, (mMMbsd96G0M]d9), 89Mo~@mgem0bdo, Lodomab3- 
HM dadsMagmyds, 89e@ocm0, ML8absGH~m, Mobdbemgd0 bdgd0, 8oMIMbos ~wo o.d (Beitane, 
2006: 27). dob DLaogboe, qobemgbo moG3yMa IMogombdosba LadegmMs(3 ob939 Jgodengds 
CodgobobLosaMa, MAMaMM(3 sSMLMdMgZ0E BMIMEMbaYyMa, doaMsd qodMo3g0 Iyomg|enmo 
RMMdaL JoGoMmgdgmo. 

HgMdabo ,8MIMEmbas* 0H oMob BybGo eos 0H obobsgb dhogom@mbdosboa bodmgmob 
Jag IMogoemagMmgbgdob. dgmMy dbMog, 0d GHMIdobL donb3 04969696, aobbogymmg- 
dom dsdab, AM(39 Lahn qobegbo gxgqb3qdob dfmbg dmhogombdasbo Lodegmoab asdmymas 
SEMJYMO 8MEMQ\Mbaa@sb. Ma GH3ZqQMo gnbmdgbogmemmaogMo 33mg3ab RoMamy|ddo, 3m- 
ImamMbayMa AMogombdosbo AgqbLa3o HMos@ai3oqmo@ goggoyemoo, MmammH3 LeoyGomBobg- 
Lob, 964 8mmagmbonMa Ladmgmab L&omabasb mgabgdMago@ gobbbg039dqem0 Lomo. 


IMsg9enbdnsbo syobengba LadmgMab segnmmdmngn &yMdInbmeamans 

MaGBYMo BMIMEAmboMa Lodmgmab L&a~mo daMamsese@ 2 Eo 3-bdosboos (adgo0- 
moe 4 06 5-bdosbo), Low@sy3 gHan ImMIngMs~mo sbLMyemgob Bsdygobob, bmerm bbgo (o6 
63960) — mobbegdab Qyb4(300b. mobbemgdob ma®gob Logo@obb30 Mgaombda &yMo3~- 
gyodol (tairavojimas) JomeEgQd9; LoGy3o boMIMnd39 Sdbo@0b tiravoti (SmeambyGo wtorawac 
— mobbengds obbGMydg76 8am; L6gabo sbMob, aw~gab aodyomgds wo 5.0.). ma®gob bbgo- 
@obb3o Myaaqmbdoa Dgodengds Lbgo GHygMdabgd0(3 Jga363egb. ygdooGoogma Imd~mgMemgdab 
Mobobdse, Fsdygeba AMIM|Moemn ,ogaMsMJdb Eo ,qboLMyAmme* sdMybgdb dg~mmenosb" 


J58 0030 Mohoyboo& -g0hobngbg 


(iSlinguoja, isvingiuoja), ,456996b dsb“ (islanksto), dsdob, Hm35 CEsboMhgb6a IAMIE_MeEgd0 
mobbergdob “969396 dob (pritaria), bobeobsb 30 qd9Gjdg6 ~Codo~ bdsb (“bass”) (Sungail- 
iené, 2009). &930bo bosavimas (bodM]M%s/E533%> ~sdo~@ bIsdo) (93%9m39 basavojimas, 
bosijimas) 33630969 ad Hy9MdobMs IrmMab, MmdI~M|d0(3 9E6gM]E Mobbergdsb. Lbgo~@obbge 
ImImM|Mmabagob &gMd0b bosavimas-b dgndemgdo gobbbg039dqemo0 dbadgbyg~mmds 84mbegb: 

1) bosavimas HmamnG 3 9yg905%) ~sdsemo (Bgb399) bds. bosavimas qIMs3mgb dgd~b- 
393040 s@badbsgb Agbsd9 (B3ggjemgaM03, yggmmodg w@sdocm) bdab, Mmdgm0(3 Jodob Ab~@9d0, 
AMEgbs3 boda 6 dg8o s@sdosbo ImgMab FMHEMMAMs@E Eo bodb gqbyodb Fmbogob o6 
emdabsbGob mgdbob wobobMymb 6 jo~@obbb. abgma ®gMdob0, MmamMa(300 bosyti, pri- 
bosyti gdmbsGHog3b obeogoenoemyMoa bIab 3mb3M7Hqy~ BybJ(30b. Myd30, Imdegmengdo 
bsbesbsb 9M danhby396 dobodg bdob (Smdgema(3 SJ(ZQ6HoM {dob qyZqmgdb Gmbogobs wo 
comdabob Sob 364 (3090b) Amamm3 bosavimas ,,ds6b*. 

2) bosavimas sob Agm—%9 bade, Amdgma3 HMobbergdsb qbggL Age~mmensb Bmboagom 
©d EMabshBaM. Age~mMeanb Gmbogom Co EmdabsbGam msbbemgdob Igame@o smdmofinbs 
KAMdGSb 39H 8g6abdo 1935 Bgemb 4 3dgMaqdo. 3oMB g6obds smbodbs, Mmd bmaogMmo bod- 
MgMo ,LMyYem@ do 96 03Md38969dg6G0m — BIM(309d0M (tiravojant) s6 de6ob (058)jd00 
(bosuojant)“ (Racitinaité-VyCiniené, 2009). pbogoMoyeme bLodegmab mobbemgdgdo0 gMm- 
dobgmoab a39Mw0-2a39MO BqbJ(3ambaMgdeoo ws ImdAM|_Mengdb Sfmbeoo Lodyjomgds Mago 
sJMhoom gMa-ghan Jomagsbo. o6 dgbsd~mmes obobo bodbdosba bLodmgmob dadowagbgema 
BsBaema ay (bodmgMgdo Jga(30396 Jyo bdsbsy3 ws dsbbo3, Mo3, 9b939, s@bodb-yeEos 
39H g6obob dogm)? 

3) bosijimas — msbbemgds ,,693%9 ~3qyqQ6am*. ,yQdsGoosbh gmz0e@myM &Mse@n(30sdo 
bosijimas ym3gmagab of smbadbs3gb wodoma bdam Ladegmab. BmangMan a39M6Iy69db, 
Amd dbo joes gegdmegb bdob ob ,gaRobgdmeagb dob“. Job sbMymgd96 Jomomoa bdab 
dJmbg dods30(390: ,d9d539(3900, MYA dom AJgydmnsm, sd9G Jdg6 do6b Bg30~@06 wo ob- 
Mymgd96 Job Jomgdmsb gMmow” (Z. Jonika) (Sungailiené, 2009: 54). ob9, Gmd ,,dg30~@06 
CosdsG Jdyoma dobo dgadmmgdo oymb mobbemgdob bdo, Mmdgma3 adam asdmaMhg30, md 
LAyeme@gds Jomo bIob dogM Joemgdmob g9Mmse@ Eo sdob adm, goohbos asbbbge3gdqemo 
bobgmo @o BybJ(300". 

4) bosavojimas — bagasdyHin d36ab Sqe@3em0 CAs {mb yMa 3ag~amb Agbyng bsgy3qbyM0- 
36. mobbemgdab gb dgmmen fobgMomos 49-20 bogybob dmemmb 806939 yaLm6 ob- 
mob, Loggm bodmoasmobdo. dobab o3md396gdg6Gob gb L&omoa sbobosmgdb Jomme bod- 
agMab HMosea3osb. Imd~rgmengdds smbodbgb, md ,yrgMoseamds bLogdome Lyb&o woe, 
Ham mb, dyoM dobabb dmrgmgdyemono", Gm(30 domme Jommgdo sbMymgdg6. AmeEgbo(3 
21-9 Lowygqbob wobobyobdo agoggqbodM] Imdmgmygdb, omdmhbeos, md bodMoaomoab bo- 
LodmgMm BMs@a(300 bsboome@gds sMo JsM&~ bosavojimas-mo, sHsdje@ tranavimas-c0(3 
(Raciiinaté-VyCiniené, 2006). 

5) Tranavimas — 69s, 6990/3 bosavimas-b9 HH CEsdo~@os (Igmabg bdo). Tranav- 
imas s@bgMomos, MMAaMH?3 ,4q6y3980, Eodomma, Ambsbyg6a DyBybom yogMo~mds" ws 
dob dgdbMymgdgmb g76me@gdo tranuotojas o6 tranas (dyMeombo). Sd6s tranuoti (d-ycombo) 
Badbsgh ,as@omMggob, sdmeagdob", tranas 30 badbogh ,dqMembb 06 dodom RByG30Mb". 
BndMsasmob bLagmoab Imdmgmemg|do 39% abb969d96 BybLGoe MmamMo aym tranavimas 
IgemMeayMo bobo, doaMsd Agydmosm wASoemAMsE sebgMmmb bLoImgmoab bL&omo: gb 
tranas ... 39e@oM@b go3b... 930 sdmagMdb dom~mme wodo~m Smbb... ~Gs aogh sbyo~mb/ 
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SjoBAOb...“'. MmamM3 ByZImMM s~mgbodbgm, tranavimas ®Mse@0300b Igbobgd (36mdgd0 
IMoZ@mSEO 4MA3938M39d0. tranavimas MMHn39 OsoMbobgmds (tranuoti bodbsgb: ,ase@osmMng 
ddodge0", tranas bodbogb ,dbyoBqbbL 06 dodo~ 34H 30ML*) 339930 4M9d0696b, Med bodMoa- 
smob bLobodImgHm ®Mose@a3osdo y3g9mobyj wods~mo bIo DByby6gdeo (Igbsdemme, LH qj~m- 
CJOMES MmammM3 qby3980 dnMeombn). obg md tranavimas bodMHosasmogsb g34mg3bob 
SQMEMb QM 8MmMQMbaob 4R3MM QoMoaM (93@md~ye) oMgomb. 

Loge &gMdobo tzimas (Oj B60), 06939 aodmayg6g6me@o tranavimas dbas3bo bobod- 
29MM L&amob wobobsbosmgdmoe@. seEgammdmMng GB yMIobmeErmansdo UZimas dJgodegde 
499939 dJbod3gbgemmdgd0 aoohbedb: 

1) GZimas — qbygqGo SqMembo gayoxyM byGomG0bgbdo. by GoM obgbab gb ammds 
8mmagmbayMn LyGoMmBobgbobgob asbbbgsgc@gdo Imbsbae~Jors (4-20) ws bdsme Momeg- 
Bmdob LodMogemam wes IMIMYAmMbay_Ma AgbogomyAMa Jbmgamam. dobab soMBoo, Aggyy- 
™M9dM03, BoMImMose@agob gMm yby398 ~wodoe bdob, Mmdgmai3 obA\mboM dyno bIM3gbom 
m-~-~ (Omaxgm BAdbybO don~mbgZe MMa A_ZbMdgeEm0 Bmbob odag0%Jd0m) (Racitinaté- 
VyCiniené, 2006). 

2) aztinés LodmgMgda — Lodegmo dBybybam. yadSAGagmdIs Imd~gmMsemds mbs bmm- 
30g69d (Cds joyjemo 1896 6.) Imymbmm mogo0b Jomoadgomb tZtinés bLadegmgdob dob- 
069d, AMIE dbL9(3. soho~MaAsbBMeamdoda shMyAmgdes. abobo LHymeogdmeEs Kaqgob dagMm, 
Log@so(3 dod930(3980 qbhoGy3gme@ ,bybybgd~eb6g6" dsobob BoMBoob, JoaMsd aosaMdgmygdqe 
yMOMmMm~n”’=b 4y3{9msbJ Codo~m d3gM5b]q, 96 Modegbndg asbbbgogqgdqm dagModq?. 

3) dzoo bLodmgmgda — Lodegms dzo0-mo. 1920 Bgemb, anbgogosob bLmgm@mab bobdod- 
gbyema dsd030(3900, ggmdob MyaQomba@0b, 03M%0d9dMELD6 Lomsdmmdom Eo ImM_MmeEby6 
Lodmgmgob dzo0. Mm35 Bsdygeba dmdegmsma LAMMebL sbMymgdses Go dme~mm dagMo 
RIM 30093 OLIMES, y3{g9mo Lbgo EobsMAgbo dods30(30 BMbybyde@o0 aMdge dzoo-b wCows- 
Segoe HIM(30009. AME gbs(3 By dybo AgMEJdMe@d, BsdYy3060 Imd~gMsmo saMdgmy|e- 
Ed J9dEIAO LAMmMeRnMm’. 

AMaMMH?3 BAIMa Imygobamoa Jogsemamng@sb fobb, IMogoemo s@EgZammdmMaga &gMdnbo 
433983909, MMdIE™|dda(73._ IMAMQMengdn ombgM|S BmdrambayMa Lodegmob wodobobo- 
oMJOIM™ MogabgdqMgdgob. Ms MJdIo bes, ‘bmgagMama Jomasba (36mdoag~mos, Bmangmooa 
30 IgImMAgbaemas LodegmMoems 3m~mgJ4(309ddo, sEM|Qm@ma 49-20 Lowygqbob fobobymgddo 
06 smdmAgbomoas 03 obg wow bbab bb, 21-9 Loy3ybob wodegab. od 3309300 ofigg- 
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Md L6g0@obb30 Mgaombab aobdobbge039d9m MogabgdyMqo9dbq CoyMeEbmdom, sMsdgc0 
IMogombdosbo Agbago~maMo Jomgomob godmMAgymo Bodsgdab dobge3;0m, Mo~e@ao6 brao- 
gMan domasbo d98-bo3emgdse@ oMob BsMImMe@Eagbamo dhogoe~m Mggaombdo. IMogombdosbo 


Abogab y3g9mo BMMdob weg GoemyMo aobbamgo L3~@gds EabsdegdoMy godmb3ymab y3mm- 
doGb. odob aodm, 99 yMoem|dsb dggo0hgMgd Modegbadg Jomasbdy. 


1. SOMAMENIN YL ZIGIMMNBMENILNN BMMmdIIsN 


1.1. 8gGgMmgmbas, MmMAgmbs (3 y8aMabsaMeges HgM(3agdab 3oMseEmgemnbdo 

gh 3mMdgd0 RonbgMs ba9mam ggMHgbabds 1935 B9mb ageamboado (omImbo3mgm 
349 3b@o0Gn00). dom dobg@30mM y3g9mobg] MMagobo~mAMa JmbmMyxmbayMa Agemmengd0 
LAIMeOIdMESd BI®IAMYMbaQmoe: ,obobo LHYmeEIdMes MMH 9b dg8 Jge~meonse, Hmd- 
™MId0(3._ BOMOMIMYMos@ 06 WCodaMabsaMgdoM ZaMsMEJdM@S gosbgamosMgd0b |9MBZ3Zg4q~ 
9808%9. 9d L6go Jg~mmengdb of asshb|Gom AysHo QBmMMdo: yr3ggmo Imdagmsemn Jomasb 
noajmb sbs~b Jdbob wes qboe@sa9db dom Lodegmab bogMam bsbosmb“ (LTR 649 [41:52]; 
LTR 651 [56, 59, 63]). LodbyboMme, 2d bobodmgmm GMo@agoob sdbobgqgmo sMobsoMo 
RobobgMa 0M sMbgdmeb. 

IMog0embdosba Lodegmab 34Q3M%m sbo~mo dDogo~omgdo bs8mgbos dygansdo (bsdb- 
Hgn-smdmbogamgqm mo§39); ababo qbeEs dag034M3Z6mMM 03039 BMMdob; Lobg7bgo seEMy]~yem0 
89H IOMMAMbaxIEMO LodegMab eo 89M(309ddo 96 bgd0Ld09M Lb3Ze 068 gM3Z0e~mdo Mobbemgdob 
BMdIdSabNM|d9. BAMEMRsb Amd~M|Mengd0 sboboomgdg6 JobMMAma jo~mb AIg~mengdb, 
Amdmoab GM 3ayemo mobbed BmaagMa soboydo dobodmgdgemos Jdbmemme, HmanhH(3 
18H BIS60” (RobgMa~mns s3GmMob dog, 19996). 


1.2. 898gMmgmbos La~msdyMn d4Membam 

1909 Byemb (Li Wo 49, 58) deyjaoda hobgMa~m BmangMa bLodmgMsdo 3898 MmeamMboxye~o 
IMogombdosbo AnbLazomayMa Jbgoma ymddabaMgdqemos Lo~msdqyM sqmMembsy~m mobberg- 
dobamsb. MmamM3 smboadbs oybSHJ bo30969d, MmdIgemId(3 gh hobsbygM 7d0 asdmoggmos, 3 
bdosbo AgbagomyMa Jbmgomo Logdome Maymos (Nakiené, 2011: 183). 


2. IOMAMENINSL JENLMEIMN BMMmIIsN 


09 Xa77R3d0 BoMdme@agbamn dogsmomgdab bobom@ma ARebgmMa~ma aym obmmaMgdqem 
HJMAGHMMagdby: 4ZdQ%agd0, AmeE|@ondo, 3g@oabasnda wos B6g3ggg0bdo (yRxMm Ago 
Lob4bGobmgab, dom wobo3emgn bs60edo) (Raciiinaité-Vyciniené, 2009). 0d bodmgmgdoob 
y3gcemsd9 Wosdobobosmgdgmoa obSmbo3aqmha QmMIQ@s oMab g-(h)-d-(h)-a-(h)-g-(d), Gmd- 
C™mn~@sb9(3_ 39MN8(309Md YIMog{gemgbLmdo BoMdmndbgdo, JoaMsd 0d Ag@mensms y3gqmob] 
CosdsbsbLosmgdgmoa abG®\mbs300 Hamdob 4qR33gemgemo MAgdos MomyMh Q|mMdodo. MAmMeEgbs(3 
IMIM|Momos Kaya obMyengdb 0d bLadergmydb, mobdbemgdo bIgd0 degmasb by3qm- 
Ambogob zoobmbdo 80M3g9e~ bdsbmsb gMmse, LydemdobsbHyM LoygbyMbyq Rodmbgemab 
39909, M93 oNZdGHooGoob ,8Mosea Zaye" mobbemgdsdo da~goyens. IgmMHy boggbymb, 
A3ggamgoMng, Im3y39d0 80M3g9em0 boggbyMo Eo obg Mobdnde~eg3gMmdo Il-I-(Il) Lexjemogdo 
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abobmbdo. qbabmbyMa Mmobbemgds qaMabsoMegdo &IM(309d0M, 339M%GBJd0M ws 3306- 
&gdom mobbengdob. 


3. IOMAMENINSL BMESMI3IEIGILN BMMIIINN 


3.1. ImMAMQMENd goaMdgengdyenn dyMemban 


3.1.1. 4ggengema d4yMeomboa 

BAMIQE|SVL YEG~gI~o SyMeEmbymo bdo yggmed) aos™Ga~geg~o |BnMdoo 
by §oG0bghdo, AmdAmab bodIdmde~m3 oGdIGoaGoo0ob Mgaomboo (Bh en~m-sMdmbs3e~9- 
oo mage). gb oMab yggmodg ~@odomo dsobob 89MGos, MMIgema(3 LMAO Jd , oy bybaM", 
bdmg06%q m-m-m. Bmangha byHoMBobghdo gb yogmoemds dsodogb Babdgomob gmogo- 
Bob bdsb 06 aym@ob&gomob Byby6b (dog. 1). 

BIIMA Amy3goba~mo Lod~rgMgd0 ~Wodobobosmydgemo aoaMdgmgdyema dzoo-m0, Mdg- 
ma, MManM3 Bgba, yogmb Igmmeoab dmeamb (®gM300b 06 89M30e%9), 0b939 Igodeng- 
do Jago34yMgbaw 9d Yayab. od LobodImgmm SHMoea3aob hobsbygMJd0 obg39 0M JgdmMmfhg- 
Sogo. 


3.1.2. (3g9egds¢00 dyM~ombo 

UZtines (GBs) LodegMgab ygdsoGons@sb sbsbosmgam mobbengds (339mgd0e0 6yM- 
cemban. 0d LodmgMgdob Agmmeagdb ofgm aobbb3o39dyem0 badob-mgabgd960: sddo8qbo 
dH SMAISHIdS Z30MHob, sf(sgqg6GHoMgayemns (IegMoeo) 33068, GyM(309 Ed bogmgdoe 
B32MHo. Msbbemgdab bdo AggyemgdMng odgmMMJob gor~mb 380M3g9m bogyg6qmb (Gmbogob), 
AMIJ7Em0(3 bsbeEsbsb ~oMabsaMegeos 33obGob (EmdnbsbHsb) es bo3emgdse@ — by3~76e@db. 


3.2. 3MAMAMENS La~msdyHn dqMemban 

3.2.1. 4(3gengema d4yMeomboa 

RBMOEMaMsRaM AhobgMamds seEM|y7mIs badydgdd0 (Gmde@gd0(3 MeMame@ges 1909 
Beam) gZodmog3emnbs, md 3-bdosb Lodmgmob, Gmdgmday dgmMg bIs &HyM30g9d0M wo Lbgo 
OH MZ0EmgQd0M HgBL Mobbergdob 80M39~ bIob Es Jgbsdg bdo adgmMM|db dobob 38oMBoob 
(eomdnbobo®ob o6 &mbogob), 80M3ZIMSEO Bb3~@gd0M Lxygom~myoansdo (oJ 93MM A93M(390)- 
demas HIM(309d0M oobbengdo). M30EgJ6009 sbomo LoImgMs fobgMam~mns Ja~mogm@obdo%. 

4(33@gCM0 LamodyMo sqMembal BoMIMbaQmose ymbGMsdybJBqyemo ymMI97d0 96939 
33630969 949 3b8008009d0 (Igm@oMgaom adZg0M0e@ — yjdso800sdo). 4q8oM3gemgb yru3cmabo, 
dom IrmMabs gmarg4Goqmo by Som §obgbo, HMIgmda(3_ gMa-gMa0 Codoemn bdo 993qYdbgd9 
30EmMb 80M3g7~m boggbyMmb eo yoegMmb Jgdega0 &gJbSo “buvo buvo, kaip nebuvo” (ayo 
oym, ob ogo) o6 “buvo, buvo” (ayer, oye). BmMaxJM, 9d MMHa BgmMZ0eEmNMHa SqMHeomboab bo- 
(33cm aggbLdob aoaMdgmgdqmoa Smba3o ws CEmMIdnbsb So. 

bosavojimas bom@modyHo dobob dqMembo, jgormb A76qQmg Loy _bqMmbg, sbobosomgdb 
Joma bobodmgmn ®Mo@a3osb bodMoasmoab Loggmdo. dogma bomdgmos, md bosa- 
vojimas-o 8034936949 0d Lodegmgdb, Mmdmg|da(3_ gdyoMgd006 Zogemb: I-ll-lIl-V (Agmaby 
399 8m39d44en09) Log gbymgdbq oagdqm abSmbos30b. damm bdo mobbergdob ba3b 
Ig7e~mMeEnsb &gM(309d0M 96 Yoabmbom (Joa. 2). 


262 w@s039 Mohayboo9-30hobogb9 


3.2.2. (3g9egds000 dyM~ombn 

bodbdosbo Lodegmab 80% 3g9m0 dogosmoma, MMIge~da’3 dgmMH] bdo mobbergdob qbg3gb 
GHIM(309d0M ws Dgbd9 bdo go gormmb Agbymg LoggbyMam, hobgMoamos 1909 B9emb Jocmo 
ImIM|Megdoba96 ~abbsbdo (og6omobsb ga0m60)°. 

dobob Lodegms mM dagMobg gMa 96 Msd~@ J6099 bdodo, sbsbosmgdb AMIM|Moe~mme 
4RMM COE XQ7Bzgob (3-6 39(32d@9)- Lodmgmab gb gmbgmgGqemo Igameo (Omaxgm 
d06b gdsGJdo Agbsdg dagMo jom~mmb IgmMy bLoygbqymMdg, Mo(3 Aggymgdmng3, dobdo 2 
dagMob odem939) MII) aZbg~mgdo ongbGoo8onsdo, M30 IMIM|Momas yRMM- Ca~A 
RAYRIOO 03M0dgd006 Lodrgmmoe. 


3.3. SMAMQMENd Lo~ms3Ms3m dqyMemban 

gb 3MMdo sbobosmgdb Kangymo LyGoMBobgbob ao%33g9qe Mome@gbmdsb, Hmd- 
™gdda(3 BraagMan Eosdoemo bdo 0H 0IM|M|d9, JogMsd CEggm@modOM|db Bb Go Lodsmmoab 
0 Irby bdom, Joasmomese, Wsdo~m 8mbgddo odgmM|db dod, do. 


3.4. 3mAMAMENd mMbLBnbsBman 

gb Q3mMdo a3b3ge@gdo 3qRMm obs~mo BoMdmdmdob by SoMmBabgbdo, GmdAgma3 of 
JIMMBaemgds HMsea3ayemo ImmagmbonMa LyGoMBobgbob LGosboeomeyom mgabgogab. 
dsgomomse, O tai mano oZelis, taitéla (m, Bgdo obs, Go0GJers) byh0GG0bgbdo 3mdmge- 
baqMm dgmmensbh mobbemgdsb qbagb 8g9MameEnmoe@ asdgmMy{doe@0 dm&o3960, MMIg@0(3 
9Rdb9d0 gommb 380M39m Eo Agbymg LogygbqMm|db (doa. 3). 


4. 39MAMENILNN BMMmdIISN 


09 Go80b bLodmgmoab ygqgmo boaMbsbgmdsb wgGomyMo~@ of fogymMdoge@gdn. 
bogdoMabos omabodbmb, md dobo wodMs30 bobgmds oMbgdmdb. dgadmgde obai3 30 
amMgob, Hed gb oMab y39mo0b]7 BoMame ao3gMgmgoqemo dhHogombdosbo Ladegmab Bode 
ma®gedo. Mgam dygansdaz 30, Loe@o(3 BoMIMboyMds 3MMdI7ddo Mob~osmsb6 dgq(330E~rs 
ImbmMYAmMbay_M Ladegmoab AgmmeayMa LMJ HqMo (993-yd69d9 Agaombobagob wodobo- 
Losmgdge dabmmyem dmeomym gocmgal). Mayen of6gd0 0d 3mbgMJHqmo o~egomydab 
BAbLHo gobbobmymMs, bo~@e”3 gb BmMMdo g36~mgd0; dgbododobse, IJgdI~ga0 Jggbobgmdgdo 
Moab bsMImM@Ega 76am Im|mo Mya0mba~@ob. 

e = 2-bdosbo Lodegms, HgM(309d0b BoMomgmobdom (Lgoemgono, Bobommdmog ¥9- 
IsnGas ES 949308008000); 

e =2-bdosbo Lodegms &gH309d0b Es 330M 8B dob 8oMo~mgem bdo (949 3d 8008000) 

© §=2-bdosbo Lodmgms, GHG 30g9d0b wes Bg{0MB dob s89Memgemobdom, Mmegbs3 I9- 
Mmmeos b&s8onMo (gommb Agby\m_ LoggbyMab M9398 0(300b 3mbbq) mo dgmM9 bdo 
ImdMomab (4399%agb ga0m6bo); 

© —3-bdosbo LodmgMs HgM3ag9d0b BoMo~M|MoBdaMm Ed Hmbogo-EmdnbsbHab yByb4- 
(3006 mb&absGmmo (ygdoo@one — b3qme@obo, doggogoso, gaMgog~bobo, Mgbgabn00; oy 3d- 
8008008 — daMepo, 39800 30bo); 

e =4-bdosbo Lodmgms g8obmenMa bymo ~@s/s6 g43b bdosbo Aybogo~myMma Jbogo- 
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mam, MMIgm@a’3 JgaZo0gb Bodyge6 bdIob, 473MM ~Codocmo bdab mobbergdob (980 dmeEyMse 
ofd69d9 mmo bdob dog) Cd VQRBMM Domo bdab Mmobbengdsb, Mmdgma(3 sdImabBMegds 
modsemn bdgdab MmAGogyMo wxydemaM|d0m, bmayxgh omdabshSyMo dsobob dqMmeombon 
(BMea~mgm 349 3d G08 009) (od o.d. 


IMAM QMoe~mms Kavyggdab BagMgQdn0b Momegbmdsbs ~s ymdI3mba3nsbars6 ~s393d0M%]g- 
Sqm Logambgdn. BoMIMbaQEma AMogom@bIosbo Lodegmob IMogemaRg{Mmg3Z06b0 BmMMdgQd0 
sMbgdmdb. EAGoemaMo dgbbogmab dgwgaow Abwegdo yomb3g0 — GmamMH oMasb oboba wo- 
323d0M|dqjEMO Yayado s~odosbygdab Momegbmdsbosb? A396 byemm sMbydyomo oxy~oom- 
RobobgMgd0 sMogMMagZoMmgobos. IMsgoembdnsbo Lad~mgMgdob wIMoge@mgbmdo AfobgMamo 
aym Abomeame 2 dmdmgmemob Jagh. 3093 RMOM Hogemgdno 09 Jogsmamgdob Momegbm- 
do, MmMd~mgddag._ ImMboba~gmdb 3, 4, 06 JgGo Imd~gmsmna. obg, md bomgma oM oMob, 
2-bdasbo LodmgMs woes g030b8MMM, MMaMMH?3 L3gq(30Q034MHO BQbmdgbo, Oy gb |mMMIS 
domemme dgdbMymgdmams MomeEgbmdamss aobbsdm3gMymo. 

bdsms MomEgbmdsbsb Esjzo3gdoMy{dyemo Lbgo qdbadgZgbge~mmgebybo Logambos 3m30- 
maMo sbbeddmgdab dg4dbob 3mbi3080. moaSgab Logo@obb30 Mgaombdo aobbbgo3qd~em0 
MMI 960 dma3g8mMggQd0: doM 8m Jocmgdo (Omaszgh w@odsemo bdob d4mby Jomgda ImgMasb 
MIGBog0b QRM~M Eodmo, 30EM)] b63980); JoMHM dod530(39d0; Joomgdo ws yo3gdo JegMo- 
06, AmammM3 dgMgqmo sbboddmo gMabs ws 04939 yom~mmdo asbbbge39dqm0 bodommab 
dmbg dagMgdam: Joomgdo domom, bme~m 39(39d0 Wodo~m My—a0b8Mdo (94934058009), o6 
BMaAgMaD dsd539(30 DegmMob domom Myag0bGMHdo, Jomgdob wesdo~m bdgdm0b6 gMmoe@ ws 
BMaagMaD dsd530(30 30 ~sdo~m MygQ0bGMdo, Oe a 

bd9db dmmab Ladomemoab bLbgomds gobsdsaMmdgdb mobbergdob bLbgo@obb30 Gosob bom- 
Imdmdsb, OmaagMan bIs m{Go34qh OmdmmoMydob goba3e@ab eo 39MoMe@ Jed. 


4.1. 3mIMYMBNS (5q3q6aEMN Jsmsenn bdab msbbemgdam 

e =2-bdosbo Lodegms &9M(309d0b/@g9(309gd0b 89Me~mgem0dbdom — Mobbergdab dJomo- 
mo bdo dgdmeab dgmmenab dgmmg bobg30mdo (Bhea~mgm 393d 008009); 

© =2-bdosbo LodmgMs &yM(30gd0b/eE9(30dgd0b BoMo~mg|mobdom: Ig~meaab 8oM3gq~ 
Bobg30Mdo 2 bdo degmoab ybobmbdo, dgd~@ga, mobbemgdab Jomo bdo dgdmeab Ig~meo- 
ab dgm™g bobg30mdo (SoMyoob Mga0mbo ws AMeEo~mgm 393d G08 09); 

© §=2-bdosbo Lodegms Lagb&geob ws GyM30g9d0b Imbs3gmgmdamn BoMo~mgmobdowm 
(BMea~mgm 393d G08 008), 0.0. 

38 God80b LodegMgdab Lojdome (33m Hs Jsgocmongdo 4ma3938mM399 1930-060 (1935-39 
6.6.) Bemgdob g3mbmamsdyem fobsbyMgddo. Bmanghon Domasbo BoMdmohgbb gocmgdob 
BsMdmywmagbemse dams MyaabGMdo Lodegmob c?-~@ob c3-deg (doa. 4). 


5. IMENBMENIMSL BMESMd3IEIGILN BMMIIIN 


9 God8ob LodemgModa dmomambayMa Igmmeos 3mddnboMgdyemoe 2 Lbgo@ebbgo bo- 
domemab djmby sqMembsyen mobbemgdsboob (80%39e0 © Agby\o9 boggby%960). 
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5.1. dmBmamMEBnsd (339emgd5—0 dyYMemMbaAM 

(332MgJd0E0 La~msdqMo sqMeEMbam Mobbe~rgdob 80M39em0 oy~ComIsasmamydo fob- 
Mamas 1909 B9emb smdmbo3mga 94930 Go0G000d0 (oabsmabsbs ~o BoMobsob Mgg0mbgd0) 
© sMdMbs3g@mgm dy 3009dG0 (oe@xGod3ob &gMoGmMosb9). osbbemgdab gb GBod0 omdm- 
Agboma aym boggemg gdb8geo300b eMmb 1964 Egmb oabomabsb Mggombdo go3~mmgob 
aqmesybob dog (Juodpusis, 1966: 195). 

AmMamMMH’3 939 oMgbadbgm, Mmobbemgdob ab GHMoe@a309, MmMdIgema3 dobob ~eosdsHJ- 
dob ayyomobbdmdb (bosavimas) ©d badbogb wby3qGo Hmboagob eo 33MGob qHongMmne@o- 
SaMab8MgQd9b, RobgMagma ay 380M%3q9~@mse@ 1935 Bomb agmambsab dagodmgddo (x79(30 
bmaxgM bosavimas gmddabaMgdqemos bLodbdmgo6bgdob mobbengdsboro6). mobbemgdab gb 
8080 gsdmayg6gdo doymMycmo Eo dobmMMyemo goa~mb dfmby Igeome@ngddo (Joa. 5). 

gb dgadmgds oymb msbbemgdab 4dggemgbo Igmme@o, MMIAgemn(3 Mogbgdo~@o0 oy Hm- 
3M(3 IAMogombdosbo, abg ImbmyxmboayMo 96 ,dyomge@qmo GHadsob" Lodegmabamgob. aob- 
Z3omoM dab dobdamdyg fhodmyomodgdym Goddo, 2 bdo a0M339qMm g8oddbg gMansbegds 
abobmbdo, MmMamMH3 gb, Jogomomse, Lodegms Skrenda vanagas-dos (d930%@g60b Bo@o- 
23% 960). 

LogoMoyeome, b9dma smbadbymoa dobob wods8 dob — bosavimas — ®Ms@a(309 boH- 
Imad30 BnbJ3ombsemMa Bomdmboob (mbog3o © EmMdnbsbHob 3%964(30980) go3emgb6o0b 
aoM9d9. ob dgademgds Amd~absMgMdeagb ImbmeambayMa Age~mmengdo@sb, Mmd~m]d0(3 
RoMame oMoab go3gM3gmgoqmo od Mgaombdo. 9d sb6Mb 09G30(39db Imbma3mbyMo bad- 
mg%o Jojau par giriy (89 d0d3 b53G05 8Y9993d0), GMIgem0(3 BoBgMo~@mos 1909 Bgmb seovy- 
80d 30bdo0 (Li Wo, 83). gb jgommb bLojgombos — bobgbgo 33068 qQMo Hmbsemmdab jomm 
Cd AbY_do 339MGHom, MmMdAgma3 oMdsgocmo JodoMaymydon ZgamsM@ ds Ws IJgMMeEgds 
mobdbemgdo bdgd0b dogm (doa. 6). 

Mo Hdo qe, Amygoba~ma ImbobMgd9d0 Agfo@MME qyZo3gdJoM@Jdo Lodmgmob dJgb- 
Myemgdob dobgMob wes LAomb, obengo@EyjomyAMo bdob &gdIdMb 06 ymb3Mg7Bqemo GgMo- 
MMagd0b badsb-mgabgdgdb wo o.d. Imgm Moa dgdmb3939ddo, Ladegmab aosdoGmbgoxy- 
mo L&agmo dgodemgds aymb eEodoema Lodsmmab djmby, 430/30 ws demagMo, gMMagZeMo~o 
Bge@cma, WoMIndoggdgmo Dodogo0(30b Eo Jocmab bdgd0, MmdmgdOq(3 omdggroamos d3gmo 
ImMeEosmAMa AbHMbs300b gBgocmo (Jogsmonse, 390508 009b bode@g%900). Logo dgdab- 
393900, daMamsEs@, 33630940 domomo Lodsmemoab dfmby degmoab dobyaMe 03d 8o080- 
asb Joemms MAs_ZMABwyoMdo, Mmdgmaz yoMaseE gobygMaba~m gmygomyM qboMgdb bomdm- 
AHg6b 4390/3 CosGmbyMo jo~mmb gBomMamg|ddo. 0d go JGob doybgw@o3;0e, Mmd mM3g 
dobgMs, Jgbodemms, BoMdmse@agbagh IMsegombdosba Lodegmab ghmbs wo od039 Sob, 
ababo oMbgdmd96 wo, oJg~@ob aodmd~obsM9, bes gobgaba~mMM, MmamMHi3 LHyemooe 
gZobbb6g039deembo. 
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1. dawbgm@og0@ odabs, Gmd qobergb IMsgo~mbdosb Agbagob Joo3%ymg3Z69696 8mdm- 
Rmboab Godb, og0 dgagogb dgomgeqmo QmMMdgQdab RoMam bsaMbsbgmdsb. 

2. 09-20 bongybob gmbmdsybogmemmaaym 33™mg939dd0 aswodoMdgdyemos bLowydomo 
gobemgbo Lodmgmob L&omdo By643omboem Mn BoMIMboObL asgmgbody’. 3mdmambay- 
Ho dMogoembdoosbo LadegMab 39b39d0 qR3Mm d3gmno, 30eEM] gb ofodweg oym dohbgyemo 


qosbengba maGgyMo IMsgoembdnsbmedo: 
Basme~maoabs ws G&gMdobmeamanab bogombgdo0 265 


(Burk8aitiené, 1990: 30) 

3. maSgqMa IMsgoembdosbo Lodegmab bsaMbobgmdgdab Lmao b38g48&Mob aobb- 
2MZd 330A3969db, Md DmangMa bobgmdob dg3c@mdam dgademgdo 34 5mMeEMM ,wWobengbo". 
gb asbbo3ymMgdom goMase fhobb dqomg@yMh g3mMdgddo. (3bo~@os y3{gmobQ d3gmo0 bom- 
IMIMdobss 2 bIoL — ImbmMyAMbayHa AgeEmenabs Eo 33C@m0E0 Lo~msdyHo sqMeomboal® — 
3MddSabnMJd0. 03039 8M0b(3080 — Age~meaab wes syMeEMmbym~mn dsobob yrmddnbs305 sMab 
bodgdos6 b53M93%9 wsg3Mob qd3Zgmgbo HMoea3o0b gHa-gMao ImsgoMo0 8%06(3080%. 

4. dgmm9 d6M03, dgodm@mgds aohbeagh 9430 adob dgbob9d, md ghia boy3ybom 
9M) (39-20 boa gabob 380M39™ Bob939%do) gqobemgbo AMs3go~™bdosbo Lodegmab BMs@o- 
(309 YRBAM Maemo oYM od 490/393 IMsg~@mmdam Bmgom~myM bdIGdL. sdob Homme o~@ob- 
HAM{L badMogomob Lagmab bodmgmMab GMoe@a(309, Joybge@o30@ adabo, Mmd Igmabg 
bds — ~@odomo tranavimas bIs — EMM|L sms agb3g~@gdo. bobg7dgo 9aAM%]M3g 4 ~o 5-bdOSbo 
LodmgMes dg~menob tiravojimas-mo, md9m0(3 9909 Ige~mmeosb domo MggQ0LGMdo. gb 
BMMIS 33630909 OM ZdHooGo0sdo Co 30eEg3 Mod~@gJb0d9 Loggmda. Jgbodeme, 306d9d gb 
396md960 dosbgMimb bog3gmgbom Lodegmab agogmgbob, Mo~@aeb 693M0 bo~mbamo ImMI~g- 
Momo sEgammedMago boggemgbom avbeab byg3gMa(3 aYym. gb oM oMoab aoboggoMo, Mo~aeb 
49-20 Low 3qb6ob eobobyobdo ma&godo ImJdg~@gd@0 150-deEg Log3emgbom axybeoo. Mxyd(30, 
3M NOWS |dZ5dD305EMO sEZ0~MMdMngZ bombyM LobodIm|MM GBMo@ai300b] boggmgbom 
anbegdob dygaogemgb6ob Logambo, Mo~@a06 dodob gb Jomeme 8Mmr3gbob eobobyobo age. 
Ado @oby3b6ob gobboI9G30/39dcmoew@ Imgay306 0306 ~gdbogob dmbsbMgdob, Mmdgema3 dob 
beam3g6o mobbdoob (b-y0-bdos6) LobodmgMm L&omb] ~s330M3gda0b Jg~@gaA9e bodmey- 
goo". 

5. gobengbo ma®gyMo dMsgoembdoosbo Lodegms Bomdmohgbb AmI~mgMe~mydb numerus 
apertus (moo booor) (Bernard Lortat-Jacob). IMoZ0mbdosbo Lodmgmab ymMdgQd0 dgodengds 
ZoobLbgo3e@jdmegb, M73 WsdmMgo~Egoyemos XayQdo BggMgQd0b MomeEgbmdsby] (mMo~@sb 
IMo3emmdb007 IMIE]Msemd9), Imd~gMmengdb dmMob qmMongMmasagdob wmbygbg, 06 dgb- 
Hyemgdob 3mb3MQHym aoMgImgdobs wo L6go IMogembg. AMogombdosba Ladegms oMab 
(33690 QB_bmMdgbo. sdagoMse, wobegbo dMogombdosbo Agbagab Im{dIge@0 Hasmemane, 
RdJGMdMG039E0, bSMImMo@aygbb typologia aperta-b (,@o5 GHoImeEmans” H90@.). 


GadIbGIo asdmygbgdyenn sdMggn08yMgdab Li Wo, LTR aobdoM8Bgd0 ob. obammabsym 
A JLAmob. 


d96nd36980 


! b&oby soMgoqbgagbgb es IgGMmbgm) gyMymagbgb AmbsmbGmdn 2009 Egerb (Raciiinaité-Vyciniené, 
2010) 


2 yqmoos bmMmgq®gb ImbsmbMHmdo (36mg Gmob 3093940, MgbLgnbosab Mg—a0mbdo (Racitinaité- 
VyCiniené, 2001, 56) 


2 gb o6QmMds305 sMgdqemas XIJ6MgZ0gG]J MHoG3qQbag6gb Ambbybj7d0~@0b6, Mmdgma’z BoMdmo~@anbs 1995 
Bomb bydobsMby “Etnografinis dainavimas: teorija ir praktika” (,gnbmamogoqmo Lodmgmo: mgmMHns wo 
3%54 8030") 


266 = cQo030 MBoboo& -g0habng69 


4 SNbLGJ 60309699 smbodbs, HMI LomogmBymo ImMIm|Mengdo 0bg39 IegMmeby6 boggmgbom axyb- 
09ddo Ed LogoJMgdgmo5, HMI Jomo CEob396am0 3-bdnsbo Lod~m|mMs bogg~gbam as~@mdob dodsdgo9 
— aobbogqmMgoyema dobgMs, AMAgaA’Z Mog0b Magda sgManosbygdb d3qm ws Jg~sMgd0M sboe~m/mobs- 
4gEMM3Z9 BrIMAMbaAM AMogom™bINs6 Aybogob. Op. cit., p. 184 (Nakiené, 2011:184) 


> Isaomomae, Zalios grazios yZuolo Sakelés (8g6ob 863969 wodsdo Gro), (Li Wo, 67-2) 


: JJdooGo0sb 30/3980 bdaMse Mmsbbdegdos6 09 304809, MHmMd Jommgdds odeagMmb bsdy3960 69950 ~wo- 
d9m MyaobGMHdo, Moege6 9d dgIMb‘Zq3Z0d0 dom Agwydmosm ,,bdsISMms 1dM|MMb" Cs LodegMs 498 
AZombsbbbs ws sd3mGyeob adgbb ((3oGoHs Z. Jonika, A. Anuzis) (Sungailiene, 2009) 


7 Ciurlionyté, 1969, p. 296-303. ALaogba ag~@ggd0 afbs aobba~mamo Es asbgamsMgdyemn XQo~mg006) 
AA®g2gbL300Ggb’ 33079390do (Cetkauskaité, 1998:41-43) 


ay JOM@sbasd bs:Imoyg6s Bodmagbs adob Jabsbgd Hmd g73MM8yYEr0 89H ]7MMQMbOS Jgndmgdo aobb- 
amy afbob IMogambInsbo AgbLazo~myMoa Jbogamab y3gqmobyJ qobemgb BmMMdoe; Jobo 99b3g90 ~be@o 
39doMM IAMEM@mbaabs Eo SQMeEmMbsyemn IMog9~@Mbdosba Jbogomab gMamdmomdsdo, Mo(3 Imd@ob- 
H9Mdb Wobs3myMHa ws (3968MomAMa sboab boembams JoaMs3aqmo BMm3gbgd0~@sb. A980 obg3mM- 
dsQoabagob g76309m Jgd@ ga dd4yerb: http://cyberleninka.ru/article/n/k-probleme-proishozhdeniya-getero- 


fonii-v-vostochnoy-evrope#1xzz393xLOp7X 


. dg9dmb3z930M0 9% oMab Hmd YqQmbsb joMSJ6abo se@oM|db 2 bdoob bosavimas RMMIQ@sL ,dood9- 


gfeom|ds dsbab gome@nb mon mobbmgdyeo 3a0m~nbmboas6“ (LTR 649(27)); “... ob dodogh Imegob, 
AmMdAgmbe3 obMym|db MosdI~gbndg7 obbSMydgb Go: gman sgameMQdb Jgm~mmensb wo dgmMHyQ yo ob- 


Heeagdb 396” 


i” 99G03, GMaMH’3Z MgKRODHGBob ayegemabo smbadbsgh, 80639 MaH3qMO gxy76e0 (99-20 bowygxy- 
Bab weobsbyabdo) godmomAgmes boembaHo AgkMyemgdob dsbyMam, Mow@asb YIM 30-93 9% oOMbIdSmb— 


ma®gyHo nMmodosbsyono Mo~0(309” (Gudelis, 2000) 


" 39390 Lodmgmab L&amo sMbygdmd~@o bLemmggbosdo dobsd, bobsd anbegdo aswogbymdme@by6 9.6. 
drMsmy®G dobyMobs wo 4-bdosbo bLoIegMob BMoeay3aqj~m Ceobo3gm 7G 3oMdmbosbq” (LeSnik, Ivan. 
Slovenian Multipart Singing. See: http://www.mdw.ac.at/ive/emm/index.php?id=109) 


msMadbs 6965 dsMngdod7d 
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DAIVA RACIUNAITE-VYCINIENE 
(LITHUANIA) 


LITHUANIAN MULTIPART SINGING OF RECENT ORIGIN: 
ISSUES OF TYPOLOGY AND TERMINOLOGY 


In my paper I will try to classify and discuss different types of Lithuanian multipart singing of 
a more recent origin, which vary across distinct ethnocultural regions and local traditions. Some of 
these forms (now extinct) have been preserved only in a few recorded examples, while a consider- 
able part of this tradition has survived to this day and continues to live on. Thus any generalisations 
or final conclusions would now seem quite questionable in this particular case. 

In Lithuanian ethnomusicology, the multipart singing (or playing) of a recent origin is usually 
described as homophony, thereby relating this phenomenon to functional harmony (or common- 
practice harmony). Irrespective of certain shortfalls and limitations, the term homophony is widely 
used to describe the recent style of singing tradition in various European peoples. According to 
Anda Beitane, who derives her classification from the well-known typology of multipart music 
by Oskar Elschek (Elschek, 1963), the Latvian homophonous polyphony is based on the various 
performance techniques: variation (ornamentation), parallelism, counterdirection, drone, ostinato, 
accompanying voices, harmony, etc. (Beitane, 2006: 27). Similarly, Lithuanian multipart singing 
of a recent origin may also be described as essentially homophonic albeit with various intermediary 
forms. 

The term homophony is not very precise and suitable to describe the whole variety of multi- 
part singing. On the other hand, it is still practicable when one has to distinguish the phenomena of 
multipart singing of a recent origin from the early polyphony. Within the Lithuanian ethnomusico- 
logical research, homophonic multipart music is normally understood as being essentially different 
from the sutartinés, polyphonic style of singing. 


Vernacular terminology of multipart singing of a recent origin 

The style of Lithuanian homophonic singing 1s a two- and three-part (in rare cases also four- or 
five-part) singing, in which one singer leads and the other (or others) accompany. The accompani- 
ment is called t#ravojimas in various regions of Lithuania, a word that is derived from the verb 
turavoti (from Polish wtdrawac — to ‘accompany on an instrument, play or sing along’; “to assent, 
to back somebody’s opinion,’ etc.). In different regions of Lithuania various other terms may be 
also encountered. According to the singers from Zemaitija, the leader “swings, spins a melody 
out” (islinguoja, isvingiuoja), “unfolds it” (islanksto), while the rest singers accompany (pritaria), 
sometimes also adding a lower voice (‘bass’) (Sungailiené, 2009). 

The term bosavimas [singing / playing in the bass voice] (also basavojimas, bosijimas and the 
like) occurs among various other terms to denote and describe accompaniment. In the vocabulary 
of various singers, the term bosavimas can have the following meanings: 

1) bosavimas as the lowest (third) voice part. In most cases, bosavimas denotes the third 
(usually, the lowest) voice part, which occurs when three or more people sing together and serves to 
emphasise the tonic or the dominant at the end of verse lines or in cadences. Terms, such as bosyéi, 
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pribosyti refer to a certain function of individual voice or part. Nevertheless, the singers sometimes 
do not describe the third voice part (which accentuates the tonic and dominant functions) as bosavi- 
mas ‘a bass’. 

2) bosavimas as the second voice part, accompanying the melody with the tonic and 
the dominant notes. The method of accompanying the melody with the tonic and the dominant 
notes was first discovered by the Juozas Kartenis in Ukmergé district in 1935. True, Kartenis 
indicated that some songs “are performed either by accompanying in a common way — by the 
thirds (turavojant) or by adding the bass (bosuojant) (Racitnaité-Vyciniené, 2009). Supposedly, 
the accompaniments to songs functioned side by side, and singers had an opportunity to choose 
either of them. Or, maybe they were two constituent parts in three-part singing (songs including 
both the middle part and the bass were also indicated by Kartenis)? 

3) bosijimas — accompaniment “above the voice”. In the vocal tradition of Zemaitija, 
bosijimas does not always refer to singing in the lowest voice. Some informants assured that the 
bass should be added higher, “above the voice”. This voice used to be sung by men with high 
voices: “Men, if they can, must add bass, but above the voice, together with women” (Z. Jonika) 
(Sungailiené, 2009: 54). Thus the bass added “above the voice” may be the same accompanying 
part, the only difference being that it is sung in high voice, together with women, and therefore has 
a different name and function. 

4) bosavojimas — syllabic drone bass on the fifth degree of the diatonic scale. This method 
of accompaniment was recorded at the end of the 20" century in Nibragalys village near Panevézys. 
This style of bass accompaniment is characteristic of female singing tradition. The singers have 
noted that “the sound is quite weak and seems to lack its base” when sung by women alone. When 
the author of this report communicated with the singers in the beginning of the 21“ century, it ap- 
peared that some time ago the singing tradition in Nibragalys featured not only bosavojimas part 
but also that of tranavimas (Ra¢éiinaté-Vyciniené, 2004). 

5) Tranavimas — a part lower that the bosavimas voice (fourth voice). Tranavimas is de- 
scribed as ‘a continuous, low, dull humming sound’ and its performer is called tranuotojas or 
tranas [a drone]. The verb tranuoti [to drone] means ‘to drag, to pull,’ while tranas means ‘a drone 
or a male bee’. Village singers from Nibragalys could not recall what exactly the melodic line of 
tranavimas was like, but could give quite a detailed description of this singing style: “This tranas... 
is like droning... it supports only a low tone... it is more like buzzing...”' As demonstrated above, 
there is no lack of hearsay evidence about the existence of tranavimas tradition. Both varieties of 
tranavimas (tranuoti means ‘to drag heavily’; tranas means ‘a buzz, hum of a male bee’) allow to 
assume that in the singing tradition of Nibragalys the lowest voice part was hummed (possibly, it 
was performed as a continuous drone). Thus tranavimas from Nibragalys seems to belong to the 
larger (European) area of drone polyphony. 

Another term, #Zimas [humming], was also used to describe the singing style similar to tra- 
navimas. In the vernacular terminology, #Zimas could have the following meanings: 

1) #Zimas — a continuous drone in the Collective Sutartinés. This form of the sutartinés dif- 
fer from the polyphonic sutartinés by a larger number of voice parts and performers (4—20) and by 
a homophonic texture. The bass part usually presents one continuous low sound, intoned by a vowel 
o-o-o (sometimes humming is imitated by repeating two neighbouring tones) (ibid.). 

2) adtinés songs — singing with the hum. Singer Ona Norkiené from Zemaitija (born in 
1896) told her daughter about the #Ztinés songs she had heard and sung in her youth. These were 
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performed by a group of singers, in which men would ‘hum’ the bass line without words, but with 
a sustained hoooooo on a low pitch or a few different tones.’ 

3) “dzoo” songs — singing with “dzoo”. In the 1920s, the elderly men of Gineikiai village in 
the Kelmé region would gather late in the evening and sing songs called ‘dzoo.’ When the leading 
singer would finish the strophe and the last tone would remain audible, all other men would start 
humming the long sustained ‘dzoo’ at the third lower. When the humming would stop, the leading 
singer would continue with the next strophe.* 

As can be seen from the examples mentioned above, there are quite many vernacular terms, in 
which the singers describe characteristic features of homophonic singing. Of course, some of them 
are only known from hearsay, while others have been preserved in the song collections and sound 
recordings sampled in the early 20" century or ‘discovered’ not so long ago, at the turn of the 21" 
century. This research has revealed that the singers treat some of the vernacular terms discussed 
above (such as bosavimas and uZimas) as entirely different forms of multipart music, which often 
represent intermediary mixtures of homophony, heterophony and polyphony. Such diversity of 
vernacular terminology make the task of classification of different types and forms of Lithuanian 
multipart singing of a recent origin rather complicated. Nevertheless, I would attempt to propose a 
tentative typology of Lithuanian homophonic multipart music, based on research into and various 
classifications of multipart singing traditions in other countries (fig. 1). I would also like to remind 
that this typology summarises all types of Lithuanian multipart singing of a recent origin, which 
have been documented thus far. 

Even though there are noticeable regional differences in multipart singing traditions, we de- 
cided to build our typology not on the differences between various regions but rather on distinct 
types of multipart texture, just because some of these types are encountered in more than one region 
to a greater or lesser extent. The detailed discussion and presentation of all forms of multipart music 
would far exceed the scope of this paper. Therefore I will focus more on those few forms. 


1. HARMONICALLY HETEROPHONIC FORMS 

1.1. Heterophony alternated with parallelism of the thirds 

Such forms have been recorded by hand in Gelvonai (Eastern AukStaitija) by Kartenis in 1935. 
According to his notes, most of the originally monophonic melodies were sung heretophonically: 
“They were sung in two or more melodies, which ran parallel or counter to each other in certain 
places. These other melodies appear to have no constant shape: every singer as if creates them 
anew, adjusting to the overall character of the song” (LTR 649 [41, 52]; LTR 651 [56, 59, 63]). 
Unfortunately, no sound recordings were ever made of such singing tradition. 

The examples of more recent multipart singing found in Dztkia (Southeastern Lithuania) 
should be attributed to the same forms, which represent the mixture of earlier heterophonic singing 
and accompaniment by the thirds or other intervals. As a matter of interest, the singers of Perloja 
describe the melodies of minor mode, in which accompaniment by the thirds is only possible in 
some passages, as “wavering” (recorded by the author in 1999). 


1.2. Heterophony with syllabic drone 

In some songs, recorded in Dzikija in 1909 (Li Wo 49, 58), heterophonic multipart texture is 
combined with the syllabic drone accompaniment. As pointed out by Austé Nakiené, who has thor- 
oughly examined these recordings, the three-part texture of these songs is quite complex (Nakiené, 
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2011: 183). 


2. HARMONICALLY UNISONOUS FORMS 

Part of the examples representative of this group has been recorded in certain insulated terri- 
tories: around the townships of Ukmergé, Molétai, Kédainiai and Panevézys (or more precisely, in 
its western part) (Raciunaite-Vyciniené, 2009). The most characteristic intonation pattern of these 
songs is g-(h)-d-(h)-a-(h)-g-(d), which allows for plenty of variation, but the most common incipit 
of these melodies remains almost invariably in the arch form. When a group of singers perform 
these songs, the accompanying voices sing the supertonic in unison with the first voice, without 
descending to the sub-fourth, as it would suit the ‘traditional’ accompaniment in AukStaitija. The 
second degree is usually followed by the first degree and thus the sequence II-I-(II) is performed in 
unison. The accompaniment in unison alternates with that by the thirds, fourths and fifths. 


3. HARMONICALLY CONTRAPUNTAL FORMS 

3.1. Homophony with sustained drone 

3.1.1. Invariable drone 

A sustained invariable drone-voice is most commonly encountered in the collective sutartinés 
native of the AukStaitija region (Northeastern Lithuania). It is the lowest bass part, performed by 
“humming” with the vowel o-o-o. In some sutartinés this sound imitates the grinding sound of a 
hand quern or the droning of bagpipes (ex. 1). 

The above mentioned songs with the characteristic sustained ‘dzoo’ sound at the end of their 
melodies (at the interval of third), may be also attributed to this group. There are no extant sound 
recordings of such singing tradition. 


3.1.2. Changing drone 

The accompaniment by sustained changing drone is characteristic of the #ztinés [humming] 
songs from Zemaitija. The melodies of these songs have certain distinctive features: the ambitus not 
exceeding the interval of fourth, the accentuated (sustained) fifth, third, and less frequently fourth. 
The accompanying voices usually repeat the first scale degree (the tonic), which sometimes alter- 
nates with the fifth degree (the dominant), and less frequently with the second degree. 


3.2. Homophony with syllabic drone 

3.2.1. Invariable drone 

The earliest phonograph recordings (dating from 1909) revealed that the three-part singing, in 
which the second voice accompanies the first by the thirds and other intervals, and the third voice 
repeats the same bass sound (the dominant or the tonic), was previously encountered in Suvalkija 
(now the accompaniment by the thirds is more common). A few such songs have been recorded 
from the singers in Silavotas.4 

The examples of harmonically contrapuntal forms with invariable syllabic drone may be also 
found in Auk8taitija (they are less frequently encountered in Zemaitija). First of all these include 
the collective sutartinés, in which one of the lower parts is based on the repetition of the first scale 
degree with text “buvo buvo, kaip nebuvo” [t’was t’was, wasn’t it] or “buvo, buvo” [was, was]. 
Sometimes instead of these two drone voices are heard the sustained tonic and the dominant. 

Syllabic drone bass bosavojimas on the fifth scale degree is characteristic of the female sing- 
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ing tradition in Nibragalys village. It is worth noting that bosavojimas is applied selectively to the 
songs, with the intonations based on I-II-II-V scale degrees (the fourth is omitted). The second 
voice accompanies the melody by the thirds or in unison (ex. 2). 


3.2.2. Changing drone 

The first example of three-part singing, in which the second voice accompanies by the thirds 
and the third voice accompanies by the first and the fifth scale degrees, was recorded in 1909 from 
the female singers of Dysna (Ignalina region).° 

Singing bass in one or more voices, using two sounds, is more characteristic of larger groups 
of singers (including three to six people). This particular method of singing (sometimes the third 
sound — the second scale degree — is added to the bass line usually made of two sounds) exists in 
AukStaitija to this day, when a larger group of singers gathers to perform. 


3.3. Homophony with spoken drone 

This form is characteristic of certain number of collective sutartinés, in which some lowest 
voice parts are not sung but rather recited with sounds of indefinite pitch, for example, by repeating 
“bim bam” in low tones. 


3.4. Homophony with ostinato 

This form is encountered in the swtartinés of recent origin, which do not ‘conform’ to the 
standard features of traditional polyphonic sutartinés. For example, in the sutartiné O tai mano 
ozelis, taitéla [O, My Billy Goat, taitéla], the homophonic melody is accompanied by adding a 
recurrent motif of the melody, based on the first and the fifth scale degrees (ex. 3).- 


4. HARMONIC FORMS 

I will not go into much detail, describing all the singing varieties categorised under this type. 
It is enough to say that there is a plenty of such forms. One can even go as far as to claim that this 1s 
currently the most widespread type of multipart singing in Lithuania. It becomes predominant even 
in Dztkija, where harmonic forms gradually transform the melodic structure of monophonic songs 
(based on minor modal scales characteristic of the region). It would be difficult to pin down specific 
localities, in which these forms are encountered; therefore the following subspecies are attributed 
to the whole region. 

e Two-part singing, with predominant parallelisms of the thirds (Suvalkija; partly Zemaitija 
and AukStaitija); 

e Two-part singing, with parallelism of the thirds and fourths (AukStaitija); 

e Two-part singing, with parallelism of the thirds and fourths, when the melody is static 
(based on repetition of the fifth degree) and the second voice is moving (Ukmergé region); 

e Three-part singing, with parallelism of thirds and ostinato alteration of tonic-dominant 
functions (Zemaitija — Skuodas, MazZeikiai, Girkalnis, Raseiniai; AukStaitija — Birzai, Kupiskis); 

e Four-part singing, with episodic five and/or six voice texture, consisting of the leading 
part, lower accompaniment part (episodically, made of two voices) and upper accompaniment part, 
derived from octave doubles of the lower voices, sometimes with the dominant drone bass (northern 
AukStaitija), etc. 
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The issues related to the size and composition of the groups of singers. There is a great 
many varieties of harmonic multipart singing. Under closer examination, the question arises how 
they are related to the number of people in the group. As you may know, the sound recordings at 
hand are quite disparate. Most of the multipart songs have been recorded in the performance of 
only two singers. Instances, when these songs have been recorded by three, four or more singers, 
were much less frequent. Thus it remains ambiguous, if one may consider the two-part singing as a 
specific phenomenon, or this form is only determined by the small number of performers. 

Another important issue, related to the number of voice parts, is the composition of the vocal 
ensemble. Various versions may be encountered in different regions of Lithuania: women alone 
(sometimes women with low voices sing an octave lower than others); men alone; women and men, 
singing as a mixed ensemble in the same pitch or different pitches: women in the upper register and 
men in the lower (AukStaitija), or some men in the upper register, together with the lower female 
voices, and some in the lowest register’, etc. 

Various types of accompaniment resulted from differences in pitch between the voices, when 
some of the voice parts were subject to octave doublings and other methods of variation. 


4.1. Homophony with upper accompaniment voice: 

e Two-part singing with parallelism of the thirds / tenths (northern AukStaitija); 

e Two-part singing with parallelism of the thirds / tenths: in the first half of the melody two 
voices sing in unison, then the upper accompanying voice enters in the second half of the melody 
(Birzai region and northern AukStaitija); 

e Two-part singing with alternating parallelism of the sixths and thirds (northern 
Auk&8taitija); etc. 

Quite a few examples of such singing may be found among the phonograph recordings made 
in the late 1930s (1935-9). Some of them demonstrate an incredibly high-pitched singing of women 
in the octave from c? to c? (ex. 4). 


5. MONOPHONICALLY CONTRAPUNTAL FORMS 
This type of singing, in which the melody of monophonic origin is combined with the drone 
accompaniment on two different pitches (the first and fifth degrees). 


5.1. Monophony with changing drone 

The first sound recordings of the changing syllabic drone accompaniment were made in 1909 
in eastern AukStaitija (Ignalina and Zarasai regions) and eastern Dztkija (AdutiSkis township). This 
type of accompaniment was spotted during the field research expedition to the I[gnalina region by 
Vaclovas Juodpusis in 1964 (Juodpusis, 1966: 195). 

As we have mentioned in passing above, the tradition of accompaniment by adding bass 
(bosavimas), that is by accompanying with continuously alternating tonic and sub-fourth, was first 
recorded in 1935, in the environs of Gelvonai (albeit sometimes this bosavimas was combined with 
the tertian accompaniment). This type of accompaniment is used for the melodies in both major and 
minor modes (ex. 5). 

This might have been the ancient method of accompaniment, suitable not only for the mul- 
tipart, but also for the monophonic or ‘intermediary type’ songs. In the latter type, the two voices 
at certain moments join in unison, as for example in the song Skrenda vanagas [The Hawk Flies]. 
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One might also surmise that the above-mentioned bosavimas tradition of adding bass with two 
pitches could evolve without the influence of functional harmony (that is, the functions of the tonic 
and the dominant). It could “stem” from the monophonic melodies with the sub-fourth, which have 
been widespread and very specific of this region. Another supporting evidence may be found in the 
song of monophonic origin Jojau par giriy [I Have Ridden through the Woods], recorded in 1909 
in the performance of singers from Aduti8kis (Li Wo 83). It is of quinttonal mode and begins with 
the interval of sub-fourth, which is later ‘taken up’ and repeated for a while by the accompanying 
voices (ex. 6). 

Of course, the types of accompaniment discussed above are very closely associated with and 
depend on the style and manner of singing, timbres of individual voices or those characteristic of 
certain territories, etc. In some cases, the predominant style of singing may be that of low-pitched, 
stark, somewhat crude female or male voices, bearing the vestiges of ancient modal intonation (for 
example, in the songs from Zemaitija). In other cases, the manner is that of high-pitched voices of 
women from AukStaitija, with polished vocal skills within the strict limits of diatonic modes. In 
spite of the fact that both manners may represent the same type of multipart singing, they are and 
therefore should be considered as being essentially different. 


Conclusions 

1. Although the recent multipart music is categorised under the general type of ‘homophony,’ 
it largely consists of various intermediary forms. 

2. It is worth noting that the influence of functional harmony on the singing style of recent ori- 
gin was far too much overstated in the ethnomusicological writings of the 20" century.’ The roots of 
homophonic multipart singing were much more ancient than it was generally thought (BurkSaitiené, 
1990: 30) 

3. By endeavouring to embrace all the varieties of Lithuanian multipart singing, it became 
obvious that some of these varieties can only be named “recent” by mistake. This is true speak- 
ing about various intermediary types. Of special interest and, apparently, of very ancient origin, 1s 
the combination of two voice parts — the monophonic melody and invariable or changing syllabic 
drone®. The same principle — a combination of the melody and drone bass — is one of the basic fea- 
tures in the ancient tradition of playing on the string instruments’. 

4. On the other hand, one may suspect that about a century ago (in the first half of the 20" 
century) the multipart singing tradition of a recent origin had been much more complex, involving 
multiple voice parts. The singing tradition of Nibragalys village bears evidence to that assump- 
tion, even though the fourth voice — to lowest tranavimas part — has become extinct nowadays. 
There is also the tradition of four - / five-part singing with turavojimas above the melody, which 
has existed in northern AukStaitija, and a few others. One might ascribe this phenomenon to the 
influence of church singing, because many folk singers were also members of the local church 
choirs. This should not seem surprising, knowing that there were around 150 church choirs across 
Lithuania in the beginning of the 20" century! However, we should not exaggerate the influence of 
choral movement on the local traditions of folk singing, because then it was still in the making”. 
To corroborate my surmise, I will quote Ivan LeSnik’s observation about the old Slovenian style of 
four-part (five-part) singing!"’. 

5. Lithuanian multipart singing of a recent origin presents singers in numerus apertus (Ber- 
nard Lortat-Jacob). The forms of multipart singing may vary, depending on the size of the group 
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(from two to umpteen singers), on the level of rapport between the singers, on particular perfor- 
mance situation and many other circumstances. Multipart singing is a living phenomenon. Thus the 
current typology of recent multipart music is actually a typologia aperta. 


Notes 


' Told by Stasé Barkauskiené and Petronélé Kuruliené in 2009. (Racitinaité-Vyciniené, 2010) 
* As told by Julija Norkuté who now lives in Vidukleé, Raseiniai region (Ra¢iiinaité-Vyéiniené, 2001, 56) 


3 This information has been collected from the report by Genovaité Rutkiniené she presented at the 
seminar “Etnografinis dainavimas: teorija ir praktika” [Ethnographic Singing: Theory and Practice] 
held in 1995 


4 Austé Nakiené has pointed out that the singers of Silavotas also sang in the church choir and thus one 
can infer that their polished three-part singing was a popular imitation of the church chanting — a 
specific way of song arrangement by combining ancient linear and more recent homophonic multipart 
music. (Nakiené, 2011: 184) 


5 For example, Zalios grazios yzZuolo sakelés [Green Beautiful Branches of an Oak-tree] (Li Wo 672) 


° Men in Zemaitija often tend to agree that women sing the leading voice in the lower register, because 
in that case they can “raise voices” and the song gains more resonance and amplitude (as quoted from 
Z. Jonika, A. AnuZis, a.o.). (Sungailiené, 2009) 


7 Ciurlionyté, 1969: 296-303. Similar ideas have been shared and developed further in the writings of 
Genovaité Cetkauskaité. (Cetkauskaité, 1998: 41-43) 


8 Joseph Jordania came up with the hypothesis that the European heterophony should be considered the 
more recent form of multipart texture, which originated from the coalescence of monophony with 
drone multipart texture which came from Western and Central Asia together with migrating peo- 


ples. For more on this see: http://cyberleninka.ru/article/n/k-probleme-proishozhdeniya-geterofonii-v- 
vostochnoy-evrope#ixzz393xLOQp7X 


° It is not by accident that Juozas Kartenis likened the two-part bosavimas pattern to the “resulting im- 
pression of a fiddle accompanied by a bass fiddle” (LTR 649(27)); “...This imitates a polka, played by 
several instruments: one leads the melody and the others play bass” 


'© Moreover, as argued by Regimantas Gudelis, “the first Lithuanian choirs (in the beginning of the 20" 
century) had a fairly folksy manner of singing, since there was no Lithuanian urban tradition formed 
yet” (Gudelis, 2000) 


'! “Old singing style existed in Slovenia before choirs began to be organized introducing the choral man- 
ner and the western harmony into the traditional four-part singing”. (LeSnik, Ivan. Slovenian Multipart 
Singing. http://www.mdw.ac.at/ive/emm/index.php?id=109) 
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Abbreviations 


Li Wo [German abbreviation, reference to]: Litauen, Wolter; the collection of Eduard Wolter’s Lithua- 
nian folklore recordings in the Berlin Phonogram Archive 


LTR [Lithuanian abbreviation, reference to]: Lithuania SSR Science Academy of Lithuanian Language 
and Literature (presently — Folklore Manuscript Library of the Lithuanian Institute of Literature and 
Folklore) 
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LyMonn 1. moG3qQHo ImImaAmbayMo AMogembIosbmdob bJgdo 
Figure 1. Scheme of Lithuanian Homophonous Polyphony 
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doasmann 1. Ejo sesuo vandenélio (She Went For Water) 3cmg4Qo0x%0 bey Go%069. sb- 
Hymgdb wobg jodomowybyogbgbo (70 6.) BK gommoboe@sb, 8980~mabob Msombo. fobgMamos 
SEMMRBdL Lodom~moosgybygobob dagm, 1911. SbG 384 


Example 1. Ejo sesuo vandenélio. A collective sutartiné sung by Dané Kazlauckiené, 70, from 


Kuégalys, Papilys district. Written down by Adolfas Sabaliauskas in 1911. SbG 384 


= = me] ___ ny__ fia, 


i- hia, di_ha, di_lia, di—lia, di_tha, di_ia, di_lia, di—lia. 
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dsasemann 2. Paséja broliukus (The Brother Sowed Little Yellow Flaxes). bodmgms oy3- 
L&MsoGa0e@ob. shLMyAmgdg6 dmdergMengdo bg. bodMoasmogsb. 2002. NKD 7 


Example 2. Paséja broliukus. A song from AukStaitija sung by singers from Nibragalys village 
in 2002. NKD 7 


Pa-se-je bro-liu-kas — ge-l-to-nus li-niu-kus, — tun-dur bun-dur, Sauks-rin brauks-tin 


cin- cir vin-Cir, vin- gir jo- ms, ge-l- to- ms li-_ niuks, 


dsascmoann 3. O tai mana ozelis (My Little He-goat dance beautifully). byG0%069. sbMyegdb 
BMoMQamM@s 85306969, AM~mgmbsab Moombo, RobgMa~@mo ombsb 3oMG8g6obob dogm, 1933. 
LTR 649(43); SIS 1376 


Example 3. O tai mana oZelis. A sutartiné sung by Grafilda Pakalniené, 80, Gelvonai district, 
written down by Juozas Kartenis in 1935. LTR 649(43); SIS 1376 


ze ___ lis, tai __ té 


ze __ lis, tai __té 
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dsasmmoann 4, Sédz’ bernelé uz stalalia (Young Guys Are Sitting At The Table ). bod@gms dy- 
bsob Gosombo~@sb, hobgMa~mo BZobyb aMngsbobs Eo doMyGq EMab3oqjGQb Jogm, 1935. 
6mG&Jd%j {o~wsoEm ~e.Mshoyboo9-30foboj699, 2014. LTR mg 554(2) 

Example 4. Sédz’' bernelé uz stalalia. A song from Birzai region recorded by Kazys Grigas and 
Biruté Driskitité in 1935. Transcribed by D. Ra¢citinaité-Vyciniené in 2014. LTR mg 554(2) 


Sel? Ian - ue =e weoott = da = tna hinge cl = =e nA + och 


Sn OC a hannyt alar - A tit -tehesi 


dsasemoann 5. Oi 1Zé 0Zé girios medeliai (Oh, How The Trees Were Rustling ). bod@g%s agc- 
38mbsab Msomboae@sb, hobgMam~mn aymbob jgoMGGBg6abob dogm, 1935-36. LTR 651(19) 


Example 5. Oi Zé 02é girios medeliai. Asong from Gelvonai region recorded by Juozas Kartenis 
in 1935-1936 


Oi U-2@ G. é@ gi-riosme.de.  liai, 


ma.zi mo. sy bro Tesliai). 
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dogomoon 6. Jojau par giriy (I Was Ridding Across The Wood). bsmdsa bodagMes. sbMaeg- 
396 ImdAM|Mm|d0 seEyHod30b Goombo@sb. RobgMa~mo JgoysMe 3mmB Mob dogm, 1909. 
Li Wo 83. 6/8950 ao~soEm ob 65309699, 2010. EWCRL 25 

Example 6. Jojau par giriy. Amilitary song sung by singers from Aduti8kis. Recorded by Eduard 
Wolter in 1909. Li Wo 83. Transcribed by Austé Nakiené in 2010. EWCRL 25 


Jo - jau per gi- iy, per U- Zuo-ly-ny, az(u)-80 - vau vo-lun- ge - lj 
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DIMNIAN SMOQNGNILN 33890M90IMNBNL JILSbIS 


JomMagqmo boembaMha dybogob sagmemMoga MMI 90H(3 JoymM-dabmMMymns Ed 9/3 
Aqoboygqbggd0b g3mM8yem0 go~mmgdab Bymdob gdmb3939, sdobg Aqbogobd(3m@by9d0 
SMM (283MG]6, MVI(39, YMHGMIGHyeroe, MmMamMos gb dagMommMnan, ghoo msbsdIjgmMmgg 
9 330NgZ9MO OLB Mgbob boaobo. od Logambb Lbgo~@obb3e EMmb 0330930696 Jomm3qema 
©o 4W(3bmgemo L38q(309moabSJd0 — gobo Mmbgdsd30m~mo, Jambo gHJ306adg9, LGowyoMS agm- 
BAM ws L63., AMAQMMs(3 OMEQMOD LoyyMoE~Mgdm g9MoyCO oJgn aodra dyn. bobsd- 
(900M bsdMmdo, MMHo Bemab 8MoJGHogyemo 3307939006 boyyd3qmdg, JoMoyemn dagh- 
saMagoab dgbob9d do~rgdqemna dIgGow@ boob&yMgb~m dgwegagdab godmddgqmgdob Imma 
I3@gmmdob boMImo~@agbb. 

330930L mdag4Gowe, 80MZgI~ gGo03%], oMAgym@ obs oH 89d gM 4mdoodgo~moab dagh 
Robgmoma boasmmdmgd0 — &Mm80MJd0 (Smam%(3 (36mdamos, ghHJrdoodgomoab fobsb- 
9Mg9ddo 9ma398Mg3g9d0 HOm8oMoab domemme 6 bdo. ogeroo Ill eo V 63930). domo dagmomMo- 
gob aodmbogm bse, 8Mmamseds Adobe Audition-do smbgdyemo b3894GMymo obsemobab 
d9d3g9mMdaM, aogbmdgam HMmsoMgdob 8oM3g9mo bIob (dada geal) dagMon0 boabdomggd0'. 

BodmMgM3Z9~M]H Mo MaMM|VEDo dag%ab Lodgse@m bLabdoM] 39H(39ddo (LobmBm dog- 
omaamgddo smbodbymoas bm&gdob 0309) © dsm JmMab dobdamydo (3968)9ddo (bobm 8 
dogsmomgdda smbodbymos bm&gdab 4399), dgbodsdabo 8MmMaMsdgdam Imgobenbgm da9- 
MomMogob wow@ag6s Ingmoa boas~mmedmoab Jobd&od0m. 

39OMd39ddo (sbs@YM, Hd sdbemyASyMoe y3g9mo HAmBoMab bdob bogvymoma da9- 
MomMaan gohbes (Mobs3 Jggdma ogbb60o). 

dob dgdw@amd ao3bmdgm (36mdogmo dasmmdmg|dab — CEadoSHMa 89Go9Mogob, 30M mod 
Lodmbadgomabs @o 0% 899 ghJmdoadgomab dagh bod bdsda febgMa~o 11 Logo~mdmob 
(9.6. 11 doMaoemago*-b)? 80%39em0 bds (InJIgemo, 0644 ~EndnGMn IoHsMog0b bdo). 

IMZgIqQmo Loasmmdmg|dob dJobdGodom dagmMsms LabdaMggdo0b Lodqoe~m dohgg690- 
mgdob ~s9basM0d9d0d AgGow ~(3694H ~o AmMaAmmebgm dgwga0d~g dJoggnygobs: y3gcmo 
Loasmmdmab 380%39m0 bds (ob, daoJdgeno) JAM dagMsmMoado smdmAbes, doybg~@o3000 
adabs, md mgMmdg7G039 Loasmmdgemo Lbgo@obb3o yobMob, bdobs wo aobbymdoboos. 

dsagMomMngo 30 obgooe: 7 LoagbyMosbo mJGog30, MHmMdAmab bogyg_bqMmgdb drmMob dob- 
dogma Mab moebsdomo, sb, wWosbemgdam, 170-175 (396Go. ,~oob~mgdam* — odogmd, 
md 10, 20 eo mybes(3, 30 (396Gob IgMygmdo oMoggQMb (33cmob, Mo~@aob Lodegmoab o6 
Loasmmdgmab yagmobeb, 0d IgMygmdob s~@sdosbab yma Mam{dab 39% smodgodb. 

doasmomabsngab dmgnSobm sMB JI gHJmdoodga~mob dogm HobgMa~m bogo~mmdgeb 
@ogb (363% gd0be (boMgdob IV bdob &Mms30M%0) (Joa. 1, omeoomdsa. 1); 80M39™m0 Mabo 
dagMs sHab gMon Ed 03039. A2dOMdggd0b Jowmgaoe aALIM3cmnbeEs, md 9d dagMQdb JImmab 
Mob dgMygmde 40-50 (39680, bmeam s@odoosbob ya dom sma dgodb, MmamMi3 gMabs 
@od adosggb. 

0690039 IeamdoMgmdss 089d gMJmdsodga~mob daogh fobgMa~m Logommdgedo 
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bogggobs m3qabe (6d. Gabmb IV bdob Mm3oM0o): oJo(3 80M39Mm0 Mab dagMs gMam wo 
930390, MYIRZ0 Jom ImMab dgMygmdse mamdob 60 (396809 (Joa. 2, oMeomdea. 2). 

d9@9a0@, Jagomgm, Med 11 doMasmoaGo"-b 380M39~ bdodo ageq4gb Jomeame gMao 
dagMomMago, 3abso@0b MAGogab gRoMamgddo A7ZbMdgm~ dsagMgdb drmob dobda~ma oMab 
ghabsomo. 

dob dgdeamd, go3bmMdgm g0aM gMJmdoodgomob axybeab dogm 3 bdsda Rebgmamo 
boasmmdmab dodo dg60 4b6M669~ oMb 380M39em0 bIs (ob, danJdgero). oJo(3_ 93039 Oa9- 
MommMog0 Jogamgom. 

490939 Mam dob 02039 Ym 0H 8%JI, sbobos Cs Bemow@adgM ghMJmdoadgo0mgdab dogM 
RobgMoma mMHoa bsdbdosbo Logsommdmab: d976 bo 376060b wo LayzgoMymdob Imgng306ob 
80M39~ bdoda’3 (sb, daJdgedo); Rogmgodgomoab aybeob dagm dgbmymgdqma mmo 
bodbdosbo Loaommdgmob — d76, HMd9cmd06 gobosboaamgh es bLay3oMq7mdob dmgog3ob6ob 
80M39 bdsdav3 (afd gerdo) mandob 03039 dagMemMago Jog0mgqn (my d(39, 09 3060b3- 
Bgendo — meEbos3 ImdmMyoyje0). 

da~mgoqnmo dg~m@ga9d0~@S6 asdmdg~@nbsM9, BgagoMoyjeEgm, Mmd gb dsagmMomMogaa aym 
Bmas@JoMagqma. aosw@o3zby30G jm, md Dobdo saggymgMgdnbs Lbgo@obb3e bLymmgdab 
Loasemmden do ws Lbgoe@obb30 gaymbob bombyMa bodmgmgdn. 

BMdIBNN{H]MabL A_qdZgmMdaM Lo3ymoMa bdam fogbgM\m AggyemgdMng0 DoymMamo 
aode (2,5 mAGogob cnsssbmbdo), Hammgy@ dagqgMob goymgMgQde@0m 10 bdob Jobdogr- 
69. dgd@amd Adobe Audition-ob dgdggmdom 439% 9d0 wogoyg6gm bLogamem bobdom|96%] 
(sb, MIGBogo0b gBoMamgddo 8 dg odmdgmn dagMo MobsdMs@ wWo3godmMg\nm ghandobgab), 


WdZYSZOD (393 IWOEM dagMQd0 Es dgz4dg6am bo3gymomo bdob do0630. 
d99@amd 8HmaMode Acid Pro-b d9d39md0mM 909 bdam ogogymgMgm Lbge~@obbgo bogo- 


cmomdemgon. 

Md3Zes8oM3qemse@, Acid-do do3gaGsbgm dgdm{dgeab bymemob Mod@gj60d9 Loaom~mdg- 
mo (30%39@ Mogdo, 9.6. 11 JoMasmnGab“ dabjw3g0m, Jgdw@amMd gMJmrIondgo~@ob ws bLb- 
Bom BobsbyMgda0b dabj~30m), MMA S03 sdbmyGyMse@ Logo@obb3o yobMabs ws bdob 
ayo. d90920 ImamMmebyma smdImMAbEs — sdbeomyAS Mow y3{gmob Sfmbes mmaa3ymo 
Cd AdsMamoa yorgMsemes. 

d99@aMd asw@s3jgmam agemomab Lygmmoab boasemmdengdb9. Moge@odaM3gmse yogMs- 
cemds q3boyMo Es MAggqmmM agghggbs. gobbogqmMydom qhggyomm aym soMomgmyMo 
8H M(309d0b Labdowy, Ma(3 dgImMAdgeob Lymmab bLogos~mdmydda, dg~@oM dom, bsgemgdoc0 
3363969. smbobadbsg09 aba3, md smbodbym dsagmMoemMoada HgM309 oMob DybSoco 
CLNEON Ed 3oGH9M% GBIM(3gd0b Iyodo (CEssb~mgdom 350 (396H0). AoMeEd odobs, agemomob 
b3mmab boasmmdmas yogMoemdab ahggyemdob dobgbo0, dgbodame, ob ymoRamaym, 
Amd Ag96 sMobmeagh dmagabdgbos od Lygmemoab bogo~mdmgdo wg@sbda, of aoagohbos 
393989768 qM Jags~mmdmydab dagM bom|godo od Lygmmob bLogo~mmdmgdab fobosby%9- 
30. 330436 domme 6m8gd0b Lobom dgdmMfgbogmo dobomo, MMI |db9(3_ oeMGH Mo(300b 
6adb9d0, daMoms@ dgdmb3939dd0, Bmdnbs~myMse ofgb wobIqamo. Imagbbybgdom, fA3q6 
09 Logommdengdb MawoJGoMg{dyomo oem@|Mo(300b badbgdom gao~mmdam ~o od 25 beroab 
gobdogmmdsdayg ya dgbodsdob yogmsemdsb dogohgagm. 

dob dgdeamd, Im(3g9djE SagmMemMagda sgeby39m JoMam-yzobqMo bL3mmob Mod- 
96049 Logommdgmo Es Mamdob y3gqemo gambob Lbgo~@obb3o yobMab Jomo bo~mby- 
Ho LodeagMe. sdbmmySnMow ygqgmob 8fmbeo mmangyMa Ed asdoMayema yogMseomds, 
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od(3o Adobs(3 ~ogdgbm, MMI OmangMana Lodmgmab gbo my ob EgGoma oH Baoge@e 
363M] 8qmo fobsbyMab (s6y cgce@bob) 09539 CEgGoenb. sdob bogoMoyeom dobgbb JgqgdImm 
dImasbby969dm. 


ROMAN (Cs dnbg3sMen 

amsbg s0Gmbadgo~mab ,goemdobmdoda", dgnmeabs Eo amobgb asdsobydodo 3b63~e@9d60m 
obgm Eoo~mmab: 

99900 C0: H5MEO]6 8300Mdb goomdobe bdo? 

07569: 939e@Mb J3ggobodo, gbg aga — bodgMdbgab, 930m800b, sHod00b Co bb3o0m0 
Immob sMb M30 bds@ gobymgRag@n g507Md0, 8 5d bobam 4396do5(3; GMI]E 585b7e I7h0 
IggdemgdgeE~r ob, sdobagzab, AMd7~ bo3M530s 35609403 43060 sHa9b, OMdgeM0(35 30- 
agymo dsmgobo godbs M533 M%0bsbs 30406739996 b630~@5b630 bobge@ bdome. bmMenm job- 
Joge@o, AMdIq@™ sMHb dabgoHe~@om bmeogdyqeno, 030 47309 339 B269b6303980b gormmb 
4d39609M9d0L5M30b. Od H5839%500(3 bog Mo3bo dobs 06d0H950, gbbob69@39 gocmmdobes 
dobs(30. 5 9b9(3 65%dMg8b 0693 G30 bds000g06" (bsaA6oGombo, 1984: 396). 

oJ YQMseE~mg|ds Dongi3a. MMS GB MIdobds. gbgboo: ,goMe@o~ Ed ,jo63mg~e0", Hm- 
dgem oMb dobyRoMeEsm Emegdyonn™. MoZ~o80MZ 7M WCdZ0oqLAMaM 8 yMdobo ,QoMeab" 
Dbadgbgemmeds. Lxymbsb-bodobmsb 09 LaSygob sbgmn asbdoMmB do ofgh: ,RoMeo — Brno, 
Ammo-Bmen, (3om0" (mMdgemnobo, 1993: 183). 09d Lo&®ygo@06 obsMdmgds bo&y39d0 
BMM-QBsMO0, JIGME}, MsbsqQoMEN, RoMEMdnnmds Od o.d. 

LoGy3o ,30Me@b" o3969 xogobod3g0~@mmob L630 dbodgbyemdom gb3~@gQd0m. gbso wo- 
bogMs3 ob6b897d968 5 (Jogsmonse, Robey d9) oMbgdyema ~Coboymgygd0, MMIgmg|dbo3 
Lyembsb-Lodobosb ,boJ(3g3g0" gomegdo. (g293960d30e0, 1990: 96-97). 

09539 dbodgbyemmdnm 04969096 ,QoMeEbL* mobsdgeMn3Z9 38g~@saqM~—ag60, Mmd~m]d0(3 
Rob_eoyMdg wog3gMob obbsgemoob (ob939 ay4969096 Mabyam GB MdobL ,c~mo@"-b — ,qo6- 
cenGob mse@gjdo% wd 9.d.). EsbsdZqG3d09, 3agsMsyema, Hd gb LaGygo ,gomdshmdsda(3“ 03 
Dbadgbgemmdamos asdmygbgdqyeno, MI(39, 0d JIIMbZggZ0d0, LonbS M gbmo, Ms8md 84309 
boJ(3g3b LbmmMge ,Q30M@0" ws oMo Lbgo Mod. 

A396 asgdmdgqa boembama gobenmob GodsiyMa bodydgd0 ~o Domdai3 LbOmMMHJe ob 
MbsdsoMOsdImMMjdqymo dsagMomMoga godmgmobeoo, M3 411 JDsMaoscmn do". 

0439 2Mgbodbogm, Mmd 2011 Bomb gobeymab daqgmomMogn aobmde Anbagmbdo 
33° ba3mMemsdg9d ~o dobs(3 Abaogbo Jg~@ga0 doo~m. 

A3g60 obMom, 9.6. ,bo4(393gdb" LEmMg@ odoGmds(3_ Jg{00 ,,QoM@gJd0", Mmd dag%Jd0 
MdbdMo@ (GHmmoe@) oM0sb EsdmMgdyemo gMmdsbymobsao6?. 

06939, 13960 obMam, ,jgoemdobmdodo" bsbby69d0 ,@QoMe@a0" Jaymangdb gMadobgno- 
bLoasb mobsdMse EsdmM|dqm dagMgQob: MZ bIs~@ aobymaamn gom~mmds, ~s od bobam 
Agg6doo(3; MmMAG™ ododge IgGo Jgydemgdgem oMb, sdobagab, MmMIgm bogMsgms BoM- 
090073 M3960 sMosb". 3R30JMmMdm, of LEMM| MAGog0b gRoMam|dda 8 MsbodoMo dagM~s 
oaqmobbdges. my gh obgo, dodob gb aobsd8yoi3gdb Agg6b goMoy@b dagmommMnameb 
(3093d0MJ60m. 

MHo(3 dggbgdo GHgMdobL ,,3063emge@0, MMdgem Mb dobRsMeom Kmegdyono", bLeyembob- 
bods MMdgmosbasb LoHygZo ,gobgemge@b™ ofgh dgdweamda aobdoMBJdo: ,,j3o63emg~@0 — do- 
Cabboby gob yoMmMs, Mzobob Rob yoMo", LodbyjboMme, LoHyg3o ,dobyeMe@ob* dbodg6gem- 
dob RQM-KQgMmdam 3gMboe@ 9o3033cm0gm. 
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A3960 sdMHam, gob3mge@o sb dobaoMen oMab LogMhi3g, MMH ymb3Mg Baym dagmob do- 
Mab, Gmdgma3 JDao~mdgemb, 06 o06bGMyd968 9 dgdbMyamgdgmb dagqdmos godmaygomb 
30EML gobsddgg96gdmoe@. 3R304Mmdm, of LoydoMos JgdILMymgdgemab dagh Mmdgemndg 
RBoMEaL aow@osbMsbg9 agdmgbgdnbsdgdM, obyy, 0IBMMgZ0bs(30q~m0 DgdLMyAmMgdmmdnb 8o0- 
Mmdgddo, dagMommMoagol dagMgd0b Lodommab bLbgo@obb30 eMmam IAmbs3g9mbq_ Lbgo- 
@obb3o bsMabbam dg(33gcm0dgJ jor~mmb goddggbgdabomgab; bobsMIM|dob j3o~rmyM ymbQo- 
aqMs(309d0 gormb yrammmMamgdab dgdmGobod9. 

3R0JMMdm, LEmMM{e gb ogyqmabbdgds ,gocomIsbmdsdo", MmeEgbo(3 LoydoMos jo63e~9g- 
cob (ob dobQoMeob) goemmb d(30M @ aoddggbgdabomgab asdmygbgd0b9. 

Imagyogb qbgdo Jogomoamn: ago4gb do3gdqemo C Dur godo, Mmdgema3 “yo~@o 0d@9- 
Amb ImdmgmMomds, dogMsd dob aomhbeos LyMgamo, md b-Go € Ess@sd~mmb Eo 0IEM_Mmmb 
€S. 0d dgdmb3930d0, mobsdgeEMM39 IAgbLagmemmangMo goagdom, LoJdg aggdbgd0 gormmym 
gZoeEobMobasb, sb) ImeEqmos3osboob. ,j3oe~mdobmdob* dabgegom jo, gb goromb aoddgq69- 
doo (abo 3(30M90), AmdAgma3 Jas~mmdgemb doqdmos asdmoyg6mb ,,gar~mb dd3gb09%9- 
dabomgab®. ,b6m~mm goby gw, MMdgG~@ oMb dobRsMeom BmMeEgdyjema, 30 J30M 0 339 
gZobgbb6g039d0b jom~mb ddggbagMgdabomgab. ~s MoageMsem(3 bogMagbs dobs abdsM 60, 
gbbob9@39 aocmmedobs dobo3s. @o gbg(3 GoMdmgdb ab93 M30 bdomogeb". 3960 sbMom, of 
LEmM{eE gommb yrmmmmMaMgdo oavjemobbdg00. 

gMdobdo ,,dob3oMe@0~ (my 30 dob dagoboggdm od Ibad3bgmmdsb, Ma(3 BIIMM o~- 
369% jm), Boogena asbse@s, my GMGmd godmgemnbeoos 9%GJI g4JrIo0dga~mob dog® Roby- 
Ham bogsmmdemgddo Lbgo@obb3o dagmomMogo. MyN30 CEd3%d39d@0M, MMI ng0 bdaMo~e 
0Y4969de5 DobysMegdb (s6y daMams@o dagMo~@sb go~@sbMa~m daagM Job), sqybgdMngno, 
Loasemmdmgdob JobdGodom dagomgde@om Lbgo@obbgo dagmomMoab. 

boob&gMgb dgw@gagd0 dagomgm oM&B9I gM 4mdoodg0m@mab dagh fobgmMo~mo boao- 
mmdgmoab dm39c@0M os 3b30m 80390 bdobs (o6-9, dad gerab) ©o sbsbas gM Jmdood30mob 
(oM@Bgdob ddob) dag® ARobgMagmo 04939 Logo~mdgmob 80%3g9em0 bdob aobmdgab dgw~gaoe. 

39O™d393do (3boe@Y~M, HMI gMabs ~s 09939 Loasm@mmdgedo asdmgmobeos Lbgo~@obbg3o 
dsagMsaMago, yd(36, ILIAF6g@Oa s~moggodb, MmamM3 gMao Ed 00039 YEgMo~mdnb bLogo- 
cmomdgemb. sdob dqGow@ woagoMbdybs, MMI 9MBJI gMJmdondgama3 ~ws obsbos gh Jm- 
doodZ0~ma(3_ IM(390qema Loas~mmdmoab agobdogmmdsda Lbgo@oebbgo EMMb Es Lbgo@obb3s 
dagMobjJ aygbgd~696 9.6. ,dobaomegeob" (s6y aZoc~obMagn 3a9M90b), od(39 393 Qanby 
39% 30Gy30M, md dag(3@mdom aoemmdb. 

03039 bogommdgemo sgoymgmMm 411 IsMasma®ob“ boasemdgddo asdmgemgbom 
dagMonMoado (s6y dobg3oMeogeob, asw@obMama dagMgd0b a0%909) © Jobo yrgMseEmde(3 
SOLMMYHYMHO MMaA034MH0 Cos aodsMoryemo ayo. 

dogomomoab bobam agnbe@o obg939 Imgayg06bmMm oMHQdab dogM boas~mdgdo Im3044y- 
mo (6d. 6obmb Il bdob 36530) ©d 03039 Logo~mmdgmo, MAmdgmbs3 gMmoe@ oddmdg6: 
daJdgma — s0eEMo Mmadg, Imdobag~mn — 96MM JgMJmIsadga~mo ~we do6ba — sM&JdI gh Jr- 
doodgamo. 

dm(3909em Loasemmdgendo LoG®ygeb gobbbo3zemqern 0HH]9d ghJrdoodgomoa symgmyob 
d99e@93 039909: e-f-g fe-d e-d-c d, bream do~@Ma Mmadg — dgadIEIaA dagM90q: e-f-g 
f-e-d es-d-c d (Bobob9%do JMJrdoodgz0~mo 7RBMHM CEodoem MgQ0LHMdo gommmdb, dgw@oMgd0- 
Lomgob L389 305m yMs@ 9d3939M9H HMsbb3mboM do) (dog. 3, o~e@omIoa. 3). 

93039 LyMomn ageqgb bay¥390%9 yrggerare LomdMamars (Joa. 4, s@oomdoea. 4). 
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sMbobadbsg00, GmMd 0% 8]9I gMJmdsdgo~mb of aomhgMgdns doeEM Mmadg CEs oM do- 
(308 dg6adg6o ,oMobbmMa" dagmob aodm. 

09a30Ms@, Aggbo sbHam, Imdmgmomb, dasmmdgmbs oy bo3Mo03b9 dgdbMmymge- 
geob (oeombeo abgo bo3Mo03%9, Amdgmbe3 RadboMgdyem0 bod(3939d0 0% aoohbos), ogb 
HogabyRmgds, md ghs my ob dagMe dgG-bogmgdo~@ aowobsMmb bLyMgomobsdgdm. 
doagsmonmoabsngoab Imgany306bm bohmbayMm @wobogMogb oo~@mba, MmMAdAgmbe3 obMym|db 
dmdqemgngmoa aonb 39Mqmoad9. ag0 yoggmo dgqbemob bogo~obb bsbamda gMm-gma 
dagMsb 70-80 (396Gom seodemyob (dog. 5, sxy~omdog. 5). 

5439 3306~S sm@gbadbrmam, Mmd 9.6. ,dobQoMe@0" oM AeEgdsMgmdb DybSow ,QoM- 
egdab* dasdo, AmamMy gh QAMMAy8o8bM djs HMQMM Bmogodgdb JmMab dwegdsM] dogo 
30m930d9d0b bebo (bow@s(3 Bebg30M0 Bmbo qeomob 100 (3968). 989d gM Jmdoadgog~mob 
Loagsemmdggdob 300m939d0@96 asdmgm@mgbamn Jg~gagd0M Oy 30dbyxgmgdm, ,dobQ3om- 
Ca" ,RoMe@obsas6" asw@sbma~mas wWosbemgdam 40-60 (396Gom. my30 aggMen0-3a39%~O 
dyme dagMgob drmab qbeo oymb 171-172 (396Go0, 0% 8gd0 bmaob 110-120-130 (396- 
BoM CodmMgdsb s3gmgob, ‘dmasb6 200, 210, 96 220 (396Game(3 jo. myd(30, oMmob 80-90 
(396G0060 ~EsdmMygd0b d9dMb3939d0(3, 064) dagMab go~obMs Moamdob bsbggo0%o0 &mbaw. 

40 (396Gos60 ,,dobgoMegdab" asmgomoabbabgd0m ogoymgMgm Lbgo@obb3o 3qymbab 
Jomanqmo bombaMma bLadmgmgdo ws Dogamgm bogbgdam Mgoem Ma ~o fobsbyM7dm06 
CEA GBomgdda dosbeomgdqemo yrogMsomeds. 

00 Bobomab eoby3bob Lobam agnbe@s 3mJg0m, md, figg60 sbMom, agodgb gmao 
dagMsmMag0 ~s 9d dagMomMoaal dobsboomgdmgdn~@sb asdImMI~absMg, Jao~mmadgenb, dmd- 
agmomb, avy bo3%o03b9 dJgdbMyemgdgemb doqdmos dJgomodstmb ogo BmangMaa dagMab 
aZo@osbmom’. 


se@sdasbab bdam goymgMgdyenn dagMab dgmMygmdnb dgbsbgd 

adabsmgob, Med dgaggQobgd06o s@odoobob bdob dgMygmdob boMabba, hogo8omgm 
obymo gJb3gM0dg6Go: 86maMode Finale-do d934dg6om F dodbmmogoymo aodo, 3 bsdosbo 
d39%Jd0mM; BIIMA bbgabgdqQm 8MmaModob sgoymgM Jd0bgm dg 4dba~m aods, MMIgmbe(3 
ogoymemga bogymoMo bdo. BoMomgmyAMo@ bLogqmsM bIsb gabgMeEAM 8Hmamsds Adobe 
audition-do. sdab dgde@amd A396 dogm fobgmamo bdo g03%mdgm. 

Imagbbybgdom, HyI3gMaM|dq~m dagmMomMoada dagmo Grbo qemob 200 (396Hb, 
beam Bsbg30Mo &mbo 100 (396Gb. Agg6 dagm b:d~mgm gododo Amgm 8mbgd%q 200 (396- 
Bab bs3gmoe@ dagomgn 181, 195, 221, 202 ws 178 (39680060 dobdo~gdo, bmeam bsbg30% 
86959 100 (396 Gab bo(33cmse@ Jagamgm 86 ws 132 (39680060 Jobdo~mgdn. MsdegbxRgMmdg 
30d9MMHJd09 Jgw@ga0 0% dq(330GCMs (9b dodab, HM(3 A3ZgLIMES 3md380y8B Mab dog aoy~g- 
Mgovyomo dagMs wo A396 domme bIob B0ymegdc@no). dob dgde@ga, 3(309@gM wo 4m(39- 
Agena gsds 3mdsayGB Mab aosyoegMgdob asMQdq, wodmyja~@ gems 30d~EmgMQmM. Jg~@ga0 
Cosbemmgdam 03039 JoZg0MgQ~. 

A396 dog® symgMgoyjom0 aodgdaob es AnbLogomyAMa QBMobgd0b dJobdSodom dagMomo 
(o96a9M%0d969d asdmogmabs, Mmd dagMommMagoa bo3dome@ sbe~rmb oymrm GHgddgmaMgdqe~- 
Md6 Ed dodbodsmyMo aswosbMs dgse@aj6ws Jomeme 13 (396Gb. 

Amamms3 Robb, dbasgba dgmygmdgdo AggyemgdMago dmgmgbos 3gmgomym dgdb- 
Myemgdcmmdodo, M93, HMAMH?3 9H 8BQIob, 0b939, 8oGoMogob, goamb wo Lodqgmob fobob- 
9Mg9dd0(3 WosobLAwyMo. 
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adm3emgbaenn dagMsmMngal mgabgdg9d0 

A396 dag asdmgm bam mobodomesdmMygoym dsagmMomMoalh mmo benb&gMgbm 
mgabg9d0 aoohbos: 1. doqbgm@o30@ adabo, md dsagmMoemMoan ghans, Jobdo aoymgmy- 
dem Logo@obb30 Ladagmoebs mq Logommdgmb LHAmose@ gobbbgo39d4yem0 yogMo~mds 
gohbos, L6go~@obb3o dabmag~mmedobss. dogomomabomgab, sg0jmgMJo Bo~madmb JmmModab 
JHD-JMO 89MH aH QMS ghoo bLogs~mmdgmab 5 bdosbo Imbs3g9m0, bow@s(3 msbdad- 
CAZMMdaMs Im(390qem0 4-5 Lodbdmgobgd0. y3gqmob Lbgo~@obb3o dobMagmeds o43b, Smal 
dobmMMyeno, Bab doymMayemo. oy Mo 063g3gb Lodbdmgobgdgdob Lbgo~@obb30a30% yogm- 
seEmdosb, RIM yowegZ 3{mggob boasboo; 2. mq Lodegmob 06 ao~mdob eEMmb dgdbMyAmg- 
dgmds Mmdgmoadg Igbo Ja3eEMdam Lbgo boyg_byMo~@sb ~woobym, Job of deybggb om~m- 
8gMs300b Badbob asdmyg6gd0, gabsa@sb abg3 09039 dagMomMnado w~oMhgds. 


bdoms Igbymdnb 8Gnb3n8n MsbsdsMeEsdmMgoyemn daqgMsnMnanb 3nMmdgdda 

3306 MHaME] LaGy3o Imasbbybmm Ag7bb 30mMoNjeEbyg bdomse dobymdob 8Mnb(308- 
Md6 CsjZo3daMQdaM(3. 3HOJMMdM, Med JoMaxyen Logo~mmdgmbs oy bLodmgmsdo Lobym- 
BgemOd Cs(3yJ~mo AYML MAGogabo wo 33068ob bLobygm039, Mo~@asbs(3 gh ob& gM3g0emgd0 
Sybgdodo Lygms Lobam a3b3~@gd0 (ga4mabbIman 9% 8mb6gdb). 

R396 dog asdmgm ban dagMsmMngal dabge3gom (mg 30 mA Gog0b, GmIgea(3 1200 
(396Gb dgow@agob, DybGow@ 7 bobo~moe 3034MRO), 3306Go godmgo 686 (39680 (dsdo06, 
AM30 Lygams 3yg068 700 (3966 9), 0647 Lygms ob&gMZocmae@sb CodmMygdqmos 14 (396- 
8am. boJdg obss, Md MYAj30 IMAM |Mom~mn o~gdb RIM gMam dagMob, bmerm dodeamd 
dabasb sbyamo 3gabGom ws3amgdyem dagMob (ob, degmab Igemmeanm 06 89M30e)), 
aQbyugaromdab dgamdbgdo0 Mos, 3absa@sb ya 09 14 (396 Hb 39M smaggodb. omodgodb 
domme dodaob, AmeEgbs(3 MMnZg dag9Mo FMHEMMyAmMse yogmb (ob, 89MHIMbaEmo ob- 
HMZ0cmob yog@obob). obga dgdmb3g30dG0, ggabG ob3g3b 930M] Qbagmomdob dga- 
Mdbqd0b. 

@ob336ob Lobam omgbadbsgm, MMI, f3960 sbMam, My 30 ad omMsbmdom bambsbgMb, 
AmMdmgd0(3 Jomemme bMS dob Lobam dgdmagMho, ogoymgMgdm baIma blbyabgd~yem dagH- 
0Mado, 393089dM dom dosbermgdom yogMo~mdoh. 

P.S. Agg6 dagh dmdagdyemo o6QmMdo300b mobobdow, dbasgbo sagMemMag960 aod- 
MgMgbo~@oas yWasbesbs Eo GHoomobedo. dsagmMam0 LabdoMygd0b asbmdgab Jg~ga0e waob- 
@sdo gb dagMommMaga asdmygem 600m 1952 Bgemb, bmeam Boomsbedo — 1974 Bomb”. 


4960436980 


" bodbdoobo ao~@mmdab EMMb, IgMMHy] ws Agbsdg bInL g5bmdgo, BoJHmdMng0e, Jgqdemgdgemo omdmho- 
(os 

2CD: JoMaxyamo Bo0mmMdo. ngmnd97 ho dog ocmn§o. (2004). condagsmoa 85H9M530, 30Mmod bodmbad30- 
mo, 04890 g9M4mdsadgo~@o, LooMgogm fobsbyM0, 1949. mdag~moba: mdamobab bobgemdbagm gmbbym- 


3Z9GMMabL HMseagoqmo IMosg0mbdnsbmdab B3mg3ab LogMmsdmMabe (396GM0, JomMavyena boemby- 
Mo bodegmob bogosdmmabm (39680 
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2 smbobodbogns, md, BDmaswse, BobenMab ,boJ(3939d0% Qmemo Brdobobo of oMosb, 3o6sa@eb, Lbgo 
499mb63930d0, d39M%gd0 oH aJogdMES MsbsdMsE CsdIMMIZdQmO AMMIbJMaLSAS6 ~s DagamMgd~e0M 
Logo@obbgo sagmommoab 


4 ,dnbQoMe@ab* (964) go~sbMomo dagMgdob) godmygbjd0 IbmeErme IgdbmyeEQmo Lobo begds yob- 
weyMby, fobad9, godmbdy, gyjrobS3oMb] ws Lbge abgm 06L8M9d9689d%9, MMIQ7eEMs(3 BadboMg- 
dyna da9M%Jd0 asoshboom 


> 3d abgmMdo(soob babgs Igbodemgdgmos 068)9M698do Jgd@ga, IobsdsMngdby: 


http://en.wikipedia.org/wiki/Equal_temperament#5 and_7_tone_temperaments_in_ethnomusicology 


http://xenharmonic. wikispaces.com/7edo 


http://www.mp3.fm/Equal_temperament.htm 
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S5Gmbadga~mo, omsby. (1984). ,go~mdsbmds". Goabdo: Jomagyenn 8Hm%bs, &. 6. Mmdo~oabo: boddmoe 
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ZAAL TSERETELI, LEVAN VESHAPIDZE 
(GEORGIA) 


ON THE GEORGIAN TRADITIONAL SCALE 


Musicologists no longer argue about the fact that the scale of Georgian folk music is neither 
major-minor nor does it coincide with medieval European modes, though what exactly this se- 
quence of sounds concretely represents is the issue modern researchers are interested in. At differ- 
ent times this problem has been studied by Georgian and foreign scholars — Kakhi Rosebashvili, 
Malkhaz Erkvanidze, Stewart Gelzer and others — who made quite a few suggestions. The present 
paper is another attempt at presenting the results about the Georgian scale produced on the basis of 
the two-year-long practical research. 

In the first stage of research the hymns-troparia, recorded by Artem Erkomaishvili, were se- 
lected as the subject of the study (as it is known in Erkomaishvili’s recordings only six voices of the 
troparion are present: the third and fourth voices are missing). In order to reveal their sequence of 
sounds by means of the spectral analysis provided in the programme Adobe Audition we measured 
the sonic frequency of the top voice’. 

Having measured the medium frequency of each sound in Hz (in notated examples it is indi- 
cated with numbers above the notes) and the distance between them in cents (below the notes), we 
determined the scale of sounds of the whole hymn by means of the corresponding programs. 

The measurement showed that the voice of absolutely every troparion has its own musical 
scale (which will be explained below). 

After that we measured the top voice (the lead voice, 1.e. Dimitri Patarava’s voice) in the 
eleven hymns recorded in three parts by Dimitri Patarava, Varlam Simonishvili and Artem Erko- 
maishvili (the CD is called “Eleven Pearls’”’). 

A count of the average medium of the sound height of each scale step of the given hymns 
yielded very strange and unexpected results: the top voice (i.e. the lead part) of every hymn oc- 
curred in the same scale, in spite of the fact that all eleven hymns are of different genres, voices 
and moods. 

And the sound scale is as follows: a seven-degree octave, the distance between the degrees 
being equal, i.e. approximately 170-175 cents. “Approximately” because the fluctuation of 10, 20 
and even 30 cents does not change anything, as during the sounding of the song or hymn the human 
ear is virtually unable to perceive it. 

An example is the hymn Dghes Tskhovrebisa (On the Day of Life) recorded by Artem Erko- 
maishvili (the troparion of the fourth voice of the Annunciation). The first four sounds are the same. 
After measuring these four sounds it was discovered that the fluctuation between these sounds is 
40-50 cents, but the human ear perceives them as being on the same pitch (ex. 1, audio ex. 1). 

The situation is the same in the hymn Sitqvisa Ghvtisa (God’s Word), St Nino’s troparion of 
the fourth voice (recorded by Artem Erkomaishvili): here too the first four sounds are the same, 
though the fluctuation between them is about 60 cents (ex. 2, audio ex. 2).The result indicates that in 
the top voice of the “Eleven Pearls” uses only one musical scale, and within the octave the distance 
between the neighboring sounds is the same (a so-called equidistant scale). 
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After that we measured the top voice (or the lead part) of the hymn Shoba Sheni Ukhrtsnel Ars 
(Thy Nativity Is Immaculate) recorded by Gigo Erkomaishvili’s choir in three voices, and the sound 
scale of the top part was found to be the same. 

The result was almost he same in the top-voice (leading part) of the two three-part hymns 
Shen khar Venakhi (Thou Art a Vineyard) and Siqvarulman Mogiqvana (Love Has Brought Thee), 
recorded by Artem, Anania and Vladimer Erkomaishvili, in the top voice (the lead part) of the 
two three-part hymns Shen, Romelman Gananatle (Thou, Who Brought Light) and Siqvarulman 
Mogiqvana (Love Has Brought Thee) the sound scale is almost the same (though a bit farther in 
the latter). 

Proceeding from these results we presumed that this sound scale was common in all Georgia. 
After coming to this conclusion we decided to put the hymns of different schools and folk songs of 
various parts of Georgia in into this (equidistant) scale. 

With the help of the computer we have recorded a common major scale in our voices (in the 
range of 2,5 octave), each sound lasting 10 seconds. Then with the help of Adobe Audition we 
placed the sounds on the required frequencies (i.e. we divided the octave into eight neighboring 
sounds at equal distances from one another), divided them into separate sounds and formed a bank 
of our own voices: Subsequently by means of the programme Acid Pro, we played various hymns 
using this sound bank. 

First in the Acid Pro we entered some hymns of the Shemokmedi School (first of all according 
to the so-called “Eleven Pearls”, subsequently according to the recordings of Erkomaishvili and 
others) which were of absolutely different genres and voices. The result was unexpected — absolute- 
ly all of them had a logical and accurate sounding. 

Then we passed on to the Gelati School chants. At first the sounding seemed strange and 
unusual to us. Especially strange was the frequency of parallel thirds, which occurs rather rarely in 
the Shemokmedi School chants. It is also noteworthy that in the above-mentioned equidistant scale 
the third is exactly in the middle of the major and minor thirds (about 350 cents). Apart from that 
the cause of the unusual character of the Gelati School hymns may have been the fact that we had 
never heard the hymns of this school in the original, and we do not have recordings of the hymns 
of this school performed by competent chanters. We possess only the material preserved as notated 
transcriptions, in which, in most cases, the alteration signs are used only nominally. It should be 
noted that we sing these hymns according to the edited alteration signs and for the last 25 years our 
ear became accustomed to the corresponding sounding. 

After that we arranged some hymns of the Kartli-Kakhetian school and the Georgian folk 
songs of different genres and different provinces in the given sound scale. Without exception each 
of them sounded logical and correct, though it should be added that some details of some songs did 
not resemble the same detail of a concrete recording (e.g. the original). We shall speak about the 
possible reasons of this discrepancy below. 


Pardi and Shinpardi 

In Prince Ioane’s “Kalmasoba” there is the following dialogue between Methodios and Ioane: 

“Methodios: How many voices sing a hymn?” 

“Toane: In all the countries i.e. — in Greece, Europe, Arabia and other countries the hymns 
consist of eight voices, and so it is in our country; for it is impossible to have more, because the 
frets of the instruments are eight in number and when being played they produce sounds of differ- 
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ent kinds and kankledi (free movement of melody in different directions, called shinpardi — Tser- 
eteli-Veshapidze) is slightly different in order to make the mode beautiful. And as it is used with 
musical instruments, in the same way it is used in the hymns. And it also consists of eight voices” 
(Bagrationi, 1984: 396). 

Here two terms attracted our attention. They are pardi and kankledi, called shinpardi. First let 
us define the meaning of the term pardi. In Sulkhan-Saba’s dictionary it is explained as “pardi — 
equal; one, piece” (Orbeliani, 1993: 183), its derivatives being tolpardi (proportional), shepardeba 
(comparison), tanapardi (correlative), pardobitoba (relativity) and so on. 

The word pardi has a different meaning for [vane Javakhishvili. It is the division present on 
the neck of the musical instruments (e.g. panduri), which Sulkhan-Saba calls saktsevi (fret). Ivane 
Javakhishvili refers to Grigol Orbeliani who uses the word in this meaning (Javakhishvili, 1990: 
96-97). 

The term pardi is used with the same meaning by teachers teaching how to play the panduri 
(they also use the Russian term Jad — “the panduri lads” etc). It can be presumed that this word is 
also used with the same meaning in “Kalmasoba’”, though it is interesting why the saktsevi (intona- 
tion; fret) is given this name and not something else. 

We have measured the typical specimens of popular panduri and discovered the same sound 
scale with equal distances in between as in the “Eleven Pearls”. 

Here it should also be noted that in 2011 Koka Nikoladze, a musician, measured the sound 
scale of the panduri and the result was the same. 

In our opinion it is due to the equal distances between the sounds that “the frets” are called 
pardi (equal)’. 

In our opinion the term pardi mentioned in “Kalmasoba” indicates the sounds at different 
distances from one another: “Chanting divided in eight voices and so it is in our country; for it is 
impossible to have more, because the frets of the instruments are eight in number”. We think that 
here eight equal sounds within an octave are meant. So it substantiates our supposition about the 
equidistant musical scale. 

As for the term “kankledi, which is called shinpardi’’, with Sulkhan-Saba Orbeliani it (the term 
kankledi) is defined as follows: “kankledi— an iron window”. Unfortunately we have not been able 
to find the definition of the word shinpardi anywhere so far. 

We think kankledi or shinpardi is a space between two concrete sounds which the chanter 
or the performer on an instrument may use to decorate the mode. In our opinion here it means a 
deviation from some pardi according to the performer’s taste, 1.e. the changing of the pitch of the 
sound scale sounds in different degrees in order to decorate the mode during the improvisational 
performance, introducing mode colouring in the mode configuration of the musical piece. 

We think that this is what is meant in “Kalmasoba”, when speaking about using kankledi (or 
shinpardi) in order to slightly decorate the mode. 

Here we are giving a rough example: we have C Dur scale which a singer must sing, but he 
has a wish to lower the sound e and sing e-flat. In this case, according to modern musicological un- 
derstanding this will be a mode deviation. According to “Kalmasoba” it means decorating the mode 
(and very slightly at that), which the chanter can use for “the beauty of the mode”. And kankledi 
(called shinpardi) is slightly different to make the mode beautiful. And as it is used with musical 
instruments, in the same way it is used in chanting; it also consists of eight voices. In our opinion it 
is colouring of the mode that is meant here. 
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The term Shinpardi (if we understand it as we have defined it above), makes it clear why in 
the hymns recorded by Artem Erkomaishvili different sound scales are revealed. If we presume that 
he often used shinpardi (i.e. the sounds deviated from the basic sound), it is understandable that 
different sound scales would occur within the range of the hymns. Interesting results were found 
after measurement of the top voice, (i.e. the lead part) in the hymn Movedit da Vsvat (We Have 
come And Let Us Drink) and of the top voice of the same hymn recorded by Anania Erkomaishvili 
(Artem’s brother). 

The measurement indicated that different sound scales were revealed within one and the same 
hymn. It convinced us still more that both Artem and Anania Erkomaishvili used the so-called 
shinpardi (i.e. deviated sounds) during the given hymn at different times and with different sounds, 
though it cannot be said about either of them that his performance was erroneous. 

We put the same hymn in the equidistant scale (i.e. without shinpardi, or slightly deviated 
sounds), discovered in “The Eleven Pearls”, and the resulting sounding was absolutely logical. 

We should like to cite as an example Motsikuli (An Apostle) chanted by Artem Erkomaishvili 
(St Nino’s kontakion of the second soloist) and the same hymn which is performed together by 
Badri Toidze — the lead part, Anzor Erkomaishvili — the middle voice and the bass part — Artem 
Erkomaishvili. 

In the given hymn Artem Erkomaishvili sings the word ganstsavluli on the following sounds 
(we have specially transcribed it, in the recording he sings in a lower register): e-f-g f-e-d e-d-c d, 
as for Badri Toidze he sings on the following notes: e-f-g f-e-d e-flat-d-c (ex. 3, audio ex. 3). 

The picture is the same in the phrase “qovelta saghmrtota” (ex. 4, audio ex. 4). 

It is noteworthy that Artem Erkomaishvili did not stop Badri Toidze to reprimand him for 
singing the “wrong” sound. 

Thus, in our opinion, a singer, chanter or a performer on a musical instrument (but on a fret- 
less instrument) is free to deviate this or that sound more or less according to his/her wishes. As 
an example we want to refer to the chonguri tune Jadoni (Canary), performed by Iusuf Veruladze 
from Kobuleti. In the cadence of every stanza he lowers one of the sounds by 70-80 cents (ex. 5, 
audio ex. 5). 

Here we should like to note that the so-called “shinpard1” is not situated exactly between the 
“pardi’, as it is on the piano in the form of black keys between the white ones (where half a tone 
equals 100 cents). If judged by the results of the measurement of Artem Erkomaishvili’s hymns, 
“shinpardi” deviates from “pardi” by about 40-60 cents. If there should be 171—172 cents between 
the adjacent sounds, in some places Artem reduces the distance to 110—120—130 cents, in other 
places he makes them even 200, 210, or 220 cents though there are cases when the distance is 80—90 
cents, 1.e. the sound deviates almost by half a tone. 

We sounded Georgian folk songs of various parts of this country according to the 40-cent 
“shinpardeba’”’, the result was quite real sounding close to the recording in every detail. 

To conclude this part we’d like to say that Georgian music is based on one musical scale and 
the chanter, singer or performer on a musical instrument, proceeding from the parameters of this 
scale, is free to decorate various steps of the scale by deviating from them’. 


On the Fluctuation of the Sound Made by the Human Voice 
In order to evaluate the degree of the fluctuation of the human voice, we have carried out the 
following experiment: in the programme Finale we created the F mixolydian scale with three-sec- 
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ond-long sounds; by the above-mentioned programme we made the created scale sound accom- 
panied by our voice. Simultaneously each of us recorded his own voice in the Adobe Audition 
programme, after which we measured our voices. 

As is generally known in the tempered sound scale the whole tone equals 200 cents, half a 
tone is 100 cents. In the scale we sang, instead of the 200 cents the result was 181, 195, 221, 202 
and 178-cent distances, and on the half tones instead of 100 cents the result was 86 and 131-cent 
distances. We repeated the experiment several times but the result remained the same (do not forget, 
when singing we were hearing the precise sound produced by the computer and our voices were 
only accompanied by the mechanical sound). After that we sang the same scale independently, 
without the computer. The result was approximately the same. 

A comparison of the pitches within the range of the scales and musical phrases we sang 
demonstrated that the sung scale was quite close to the tempered one and the maximum deviation 
was only 13 cents. 

It seems similar fluctuations are usual in musical performances, which is substantiated by the 
recordings of Artem, Patarava, Gigo and Samuel. 


The Features of the Revealed Scale 

The musical scales with equal distances between them have two interesting features: 

1. In spite of the fact that there is only one sound scale, the different songs and hymns sung 
in it sound quite different from one another: they deviate in different manners. As an example we 
sounded a five-part portion of a hymn from one of the scores of Philimon Koridze; there are four — 
five three-part forms in succession. Each has a different deviation, some minor, some major. Why 
each three-part form sounds differently needs further research. 

2. In cases when a performer starts some stanza from the wrong pitch he/she will not have to 
use the sign of alteration, as it will remain in the same musical scale. 


The Principle of Vocal Tuning in the Equidistant Scale System 

We'd like to say a few words about our contention regarding the principle of voice adjustment. 
We think that in a Georgian hymn or song the purity of the octave and the fifth should be observed, 
for in nature these intervals occur in a pure form (we mean the overtones). 

According to the scale we have revealed (if the octave, consisting of 1200 cents, is divided 
strictly into seven parts), the fifth will amount to 686 cents (while the pure fifth is 700 cents), i.e. 
distanced from the pure interval by 14 cents. If the singer first takes one sound, and then another 
sound, distanced from the former by a 686 cent a fifth (i.e. sings a melodic interval), there is no 
feeling of “pollution”, as our ear cannot perceive these 14 cents difference in melodic movement. 
The difference is perceived when both sound simultaneously (as a harmonic interval). In this case 
the fifth causes a slight feeling of “contamination”. 

In conclusion we should note that in our opinion if we sound the thousands of manuscripts that 
have survived only as notated transcriptions in the sound scale mentioned above, we will hear how 
they sound approximately. 

P.S. According to information we have discovered, similar sound scales have been attested in 
Uganda and Thailand. As a result of measuring sound frequencies this sound scale was discovered 
in Uganda in 1952, in Thailand — in 1974. 
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Notes 
' Tn three-part chanting it is practically impossible to measure the middle and bass parts 


OD: Georgian Chanting. Eleven Pearls. (2004). Dimitri Patarava, Varlam Simonishvili, Artem Erqo- 
maishvili. Archive recordings, 1949. Tbilisi: International Research Centre of Traditional Polyphony, 
International Centre of Georgian Folk Music 


> It should also be noted that “the frets” of the panduri are not equal in size because in other case the 
distances between the sounds would not be equal and the result would be different sound scales 


4 Shinpardi (i.e. the sound deviated from the basic sound of the sound scale) can be used in a limited form 
on the panduri, changi, tchiboni, gudastviri and other instruments which do not have fixed pitches 


> This information can be found on the internet: 


http://en.wikipedia.org/wiki/Equal_temperament#5 _and_7 tone temperaments _in_ethnomusicology 
http://xenharmonic.wikispaces.com/7edo 


http://www.mp3.fm/Equal_temperament.htm 
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Audio examples 


1. Fragment from the chant Dghe tskhovrebisa performed by Artem Erkomaishvili, recorded by Kakhi 
Rosebashvili, archive of the Georgian Folk Music laboratory of Tbilisi State Conservatoire (1966) 


2. Fragment from the chant Sitqvisa ghvtisa performed by Artem Erkomaishvili, recorded by Kakhi 
Rosebashvili, archive of the Georgian Folk Music laboratory of Tbilisi State Conservatoire (1966) 


3. First fragment from the chant Motsikuli performed first by Artem Erkomaishvili, then by Anzor Er- 
komaishvili, Badri Toidze and Artem Erkomaishvili, archive of the State Television-Radio Department 
(1960) 


4. Second fragment from the chant Motsikuli performed first by Artem Erkomaishvili, then by Anzor Er- 
komaishvili, Badri Toidze and Artem Erkomaishvili, archive of the State Television-Radio Department 
(1960) 


5. Fragment from the chonguri instrumental piece Jadoni, performed by Iusup Verulidze, recorded by 
Mindia Zhordania. archive of the Georgian Folk Music laboratory of Tbilisi State Conservatoire (1972) 


Translated by Liana Gabechava 
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dogomoann 1. 3M99d9680 Logommdmo@sb ,emgb [bm3gMQd0bo". sLMAm|db oM 89d 9M- 
dedoodgomo. RodbgMa 3ob0 Mmbgdodgomo. Mdamabab bobgmbdogm ymbbyMZgo0GmMoab 
Jomanmo bsmbyMa Igbozo~myGo IgIMAIgj@gdab MosdmMMosGmMaob oMJog0 (1966). 


Example 1. Fragment from the chant Dghe tskhovrebisa performed by Artem Erkomaishvili, 
recorded by Kakhi Rosebashvili, archive of the Georgian Folk Music laboratory of Tbilisi State 
Conservatoire (1966). 


188.62HZz 183.32 Hz 187.36HZ 187.32 Hz 150 Hz 


dogomoann 2. 3M%029d9680 Logommdmoae@sb bogSygabs ogmobos. shMymygdb 0% 89d ghJr- 
doodgamo. fodbgMa joba Mmbydsdgam~mo. Mdam~moabab Lbobgmbdagm gmbbyMZ08mMoo0b Jom- 
agqmo boembaMo AnbazosmyMHo dgImAdg~gdab modmMosGmMoob oMJogo (1966). 


Example 2. Fragment from the chant Sitqvisa ghvtisa performed by Artem Erkomaishvili, re- 
corded by Kakhi Rosebashvili, archive of the Georgian Folk Music laboratory of Tbilisi State 
Conservatoire (1966). 


177.43 Hz 177.56Hz 175.27 Hz 181.3 Hz 149 Hz 


bo - &y30 - bo mgn0 - bo 
a | 


58.56 
Cent 


Asasmaan 3. 80%3g~m0 |BMogdg6Ho Logoemmdmoe@sb Ir3agqao. sbhMymgdb xg 9H &9I 
gH Jmdsod30m@o (1966), 49992, 06OMH QM AmdondZ0~m0, SoEMO Mmadg Ed 9%8%JI gM Ir- 
doodZ0ma, HIM|-Mo@om ~CgsMGHodIg6Hob oMJogo (1960). 


Example 3. First fragment from the chant Motsikuli performed first by Artem Erkomaishvili 
(1966), then by Anzor Erkomaishvili, Badri Toidze and Artem Erkomaishvili, archive of the State 
Television-Radio Department (1960). 


ao - 6 - bbog - my - mo ao - 6 - bbs - my « mmo 
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dsasmann 4. dgmMH]q_ 3M52996G0 Loasmmdemowsb Imada. shGyemgdb xQMm 0M%&9QdI 
JG JmIs0d30mo (1966), 49892, 06OMH QM AmdondZ30~m0, S9EMO Mmndg Ed 9%%II gM Ir- 
Isodg0~@o, GHJEMY-MsOM CEgd9MGHsdg6Goab oMdogo (1960). 


Example 4. Second fragment from the chant Motsikuli performed first by Artem Erkomaishvili, 
then by Anzor Erkomaishvili, Badri Toidze and Artem Erkomaishvili, archive of the State Tele- 
vision-Radio Department (1960). 


Asasmann 5. 35399680 LAmbay_Mm wWobo3Ms30@sb ds@Mbo. shMyamgdb obj 39h- 
“qomadg. Aodby9Mo dnbens yYMMesbos. Mda~mabob bobgmbdagm gmbbyMZo08mMoob JoMary- 
mo boembymo AqbogomyMa JgdImJdge@gd0b modmMs8mMoob sMJogo0 (1972). 


Example 5. Fragment from the chonguri instrumental piece Jadoni, performed by Iusup Verulid- 
ze, recorded by Mindia Zhordania. archive of the Georgian Folk Music laboratory of Tbilisi State 
Conservatoire (1972). 
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60607 HSBISAI 
(LdISHOIBILI) 


J0IAN, HMBMMG 3Z9EZNLNL bIMSNL JNLGISNL 
NLIEGMSNL 3998MAbSS3INN 


Igbog9em0 

bogoMaggemm Mob joggobo0b bsboa@ma wo sdboabs ~o g3MM8ab asboysMby IeogdoM)- 
Mdb. og0 AQmBagmbagqmMo Jggyoboo. aLAMMoaq_moe, JoMnggem boembb ®rmgMs6Gyemo 
CdIMjz0@JdyEM_d9 BfmbeEo Job a3ggMw@aM J(36mM3gM%Jd0 LbZs~@obbgo gMMZb4yj~@mo Es gabo- 
39H Rangxob dadomo (oebsbg0, mb9d0, JqMagdo, Mybgdo, d9MdbgQd0, gdMoge~gd0, 
sbyMdsaxobymgdo0, Lodbgdo, myAMJ9d0 wo bbs), Ho3 QoMyAbZgmyMye@s Jom ddgo~@m- 
S096 Mobs36mMgM {dob LoJoMaggemmb GH MAGMMab9. BrddsoJGHyMoe@ Cwobobmg|dqmo gb 
boembgda bojoMaggemmdo oboMAybgde@bj6 Mognsbm Bq_mByMob, s~@om-bgbgdb, gbsbo oy 
boMbdNbmgdob. 

ImbLgbgdo0b Mgdso 85630bob bymdob go00bobgd0b,' 06 dob&goob? AgbogomyMo 3xyor- 
HyAMs, MHMIG@dA’Z aGodmbsGyemoo od mgdob o~Eg68mdo — Mame(3 obobo aobbbgo3~@ jd096 
JoMaggmagdabs wes Ashbgmdo? d3bm3gMJd0 Mobsdmddggdobog06. 

Job&qMa AygbogomyMa 3ym@ymob 33emg30b ofS qor~mmdob, ghao dbM0g, aobbod- 
AgMogb ob gQoJGmMo, Mmd jo3gobagemgdob, 3gMdme, Aohogdob dgbozob dgbbsgmo dox- 
demgdgemas Jab qQMo HMo@a3oyemo Agbogab aoqnmgomoabbobgdemoe@; dgmMy JoMog, 06939; 
Agqdemgdgmos BoMdmag@aobm bofoMaggemmb AgbozgomyMoa BqmBqmob Laqma Lyumemo 
dob HMAG®MMosby d36mMgMQd0 AZodMdgmo BZoggobagemo bo~mbgdob Agboagzob 33m g30b ao- 
909. 

DZISL Logydgemose@ wogem Log{b3ge@a(30m dobomes, MmMIgm@a(3 aobym Bomb dm3- 
938mM390 seb30bob bgmdsdo (mdoemobob bobgmdbagm ymbbyMgo08mMoab &Mo@a3o0qemo 
IMogombdosbrdob 33m g30b LogMmsdmMobm (396GMob g4b3ge@ai308 sebzobdo, 2013 6., 
gdb8ge@0(300b bg9emddemgeb6bgmo — Jgmg306 d508d30~@0). 

bobsd qdqjomme AgbogomyMo Jobomab gobbamged] aow@sgo@megn, ddndgb6ymmgbow 
dodohbas, 4(30M] aLA\MMogm-gnmbmaMogaqmoa gb3yqMbo Jgdmanmoc3odmom. 


ab&mMaxyenn (36mdgdn, agmaMsgya%4Nem0 Imbs(39d9d0, 

BMsea3ayQemo yrngs, LsMBAYEmds 

(36mdagmas, Gd 3906s69d0/g006sb6gd0 doMd3ggqmo joggobayMo bsMIMdsg@mmdab oMo- 
06. abobo bojoMamggemmdo 3mddsoJGqMoe@ XVIll Loygqboab IgmMy bobg3Mo~@sb Lobemmdyb, 
Md(35, Joma JoaMaMygds qdgqmgbo EMma@sb beEgdémes, M3 IfoEMM gagbgGog3qMo, 
936M 344M, BmeMG3493HO 5 FYMBVMH Emo yHangMamdgdon sabb6gdo (6mMfsdg30- 
co, 2008: 8). Rodmbobemgdjemn fohbgdn gb09Mb96 JoMayen 3gqmBqMob wo JomMay~ gbo- 
Log. 299%4}BmbH96. LowydMHmdgb6 Joma moe wo Job®yMo g6ab ensemgJG bg. 0d MMHo Bxye~- 
HaAMaL bLobmg bob dgwegas@ fodmysmades mMjbmgz96o gmba3yMa gMagyema Job&gJdob 
bebao (agm@sdg3omo, 2010: 155). JobSo mxsbgd0b fodmbsobemgdob daMomseo dobyjbo bobb- 
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mob smgdab msgn@o6 sMn@gds*, bobbo3-bomgbo Inbgda0b bogemgdmde wo dDoda~mob® dogm 
BoMIsMaa Imagmgdob Maemng0qM bos~@sa,bg dg3abMMgqGd9 aYym. AgmMM] dbMog, XIX b.-ob 
e@obobyobdo, mg3gdab (womAbGbgergaob, AmMdAgmas(3 dodagro IQnsyMHmde@s) d99mb939- 
dab dmboaggmMagdmoe, LoJoMaggmmb ddoMmggemgdob Mbmgbams(3 AmMdb~@oMs bgamdsdo 
JobSgdob grddoJGqMoe fodmbobengds (S6mMAsdgo~mo, 2008: 21). 


BIMAMg3ayYemn dmb3(399g9d0 

Job&gd0 (36m3Mmdg6 Bo6gabob bg9mdodo, Mmdgemayz boMIMs@agbb ygobgaob &gMo- 
AmmMoob g9Ma-gMa Jgdsw@agbgm bobo~mb (Lym. 1). dang bLoghdgbg Imge@abgd0 denbsm) 
omobsba, MMI~aL oMa3Zm@m030(3 AbMog{bgdqYemoo JoL®yQMo Logymg|do: dsoMgosbo, yx~MYr- 
com, mdoemm, Edob& Mo, eEabo, 4399m, 69IM wo djo bog~msbsba Eo bb3. (S6mMAsdgoeo, 
2008: 3-4). 


JobSyMa yngs ws &Ms0(309d0 

Rohbgmob Amgdo~@eb gdagMma3oab dgadega Job&qyMIe BMo@309dd0 dg 8)-bogmgdo 
(33QmOM™M do aoba(3o~@o, JoaMed domo daMamsEod badsb-mgabyd9d0 EMgd~@] JgbsMAxybgd~y- 
mas. JoMayemoa ymoabs ws Bym@&ygmob wowo ao3m@gbab®, ma, dgdmb3939d0 30, Jgbobb- 
mbmM3gd0b dgwmgaow, (33mmomgagdb goba3@aws JabS dob LomyYsbm wo bLobmasemg- 
dM030 yrgpo. 

goMe@s adobs, md abobo g4ggdm@gdoMgdn0b6 JoMoym gobmbd~gdmmdsb, ofgm 
ZoM33gyEmo FHMseag3ayemo yobmbgd073, MmMAGMma(3 0H agabygdg6. mgdob ymoaobmob 
ModgogdaM|dqjema y3Z9ms Dbod3ZbgemmgZ060 Amagmgbob aoswsby3gq8ob EMMbL ~Cow~e Mmamb 
Hddsdmdb by 3gbms bodgm, Mmdmob dgMhg30(3 begds Logemgdab dabge@gom, dobdo 
gogMansbydqmbo oMosbh agoMab qby3gb9d0 ws d8o0Gogbo(39do0 s~@sdosbgd0. bomyobm 
WMoangMamdgddo DgboMAybgdqemns Cowa MyRsbob GHMo@ayns, 3898Mmbodos’, mg30- 
Ms G08, IMoZ09EM(;3MEOSbMdo". Job&qMa mxRsbo 89GMosMJomyMHa yogRob bodbgdomso 
oMdggeomoa, od30 Jomb Imab 980398do aobbogqnMgdqmo Mme@o o4gb (0439: 47). 
Job&gd0b dohomee@a bsdgqMbgm Lofdosbmdo AgboJmbergmds wo dobomdImAIg~@gd0»0. 
dobsdM{63g9mmdn@o0b gobbo3zyHMJd0M aosbgamsMgdyYemno bod~@abs ws Aghob boMImg|do. 
dobsdM{63g9mmdo Cod bobae~mmdMng, 394¢mdo(3 (Amagos6m 39Momene@ss6), doma 93mbm- 
dnzob gobgamoMgdobomgob CEsdbds%q Mmemb obMyengab (oJ39: 149). JobGgddo emgdegeo 
dgdIMMAg6a~@a Lobbemab o~mgdob HMo@az09. bsmgbsgab wogMab 06 I33~mgmmdobomg30b 
Igmoabdagds maMbygdab boddg oym. 

Job&gd0 @s, Bmasw@se, Hohbgda dogmosb LAyIoMmdmy3oMJ boembos. LA qdIomndmy- 
30M g9Md5 Lobber-Igbobbemgmd0bgq dommes o~as. LAAdoMHImy3geMgmdob Bgb-Aggqemgds 
IZ38Emgm@mbo(3 BO A393@0. Lob~mob BENMdmob aowosdmsbs3 JHg{Mb MogdgbogoMa, 3M ~s 
09/338 aMsbGBoamMydqema 84rbes (mme3Rad3ocmo, 2007: 47). 


dab&geab Mgemnans 

aL®MMaNmose@, Aohbgnob dahamse Mgmoagosbh bsMIsMamds boMImse@agbes, Mm- 
Igmda3, LogoMaggmmb gogmgbam, IggGama ay JMabGosbyemn gmgdg7bG]d0(3 (mMH- 
Redgomo, 2008: 28). doob Lm3osmyMa Cod Jg3gMbmdogqMo 80MMdg60 oJ JMabSoocbmdab 
RBOMMMO Ed OMISEO Zog{M(3gm~mgda0b Lodyoemgdsb of ade~mgm@s (mma3Rodg0emo, 2007: 48). 

eEM|abomgab, JobSJd0b bobo Issds~@nsbo LxybaSJd0 oMoob (mmeghadgoemn, 2007: 
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48). dsm Mgmoaosdo abmmosdamsb dgMbydqmoas d3gqgma o~om-bgbgd0, boMmdomayema ws 
JMobSosbyema MbIg76s-boMdmeagbgdo, Mobsi3 433~mg93MJd0 »G®Mow@aigoqjemo oberoedob“ 
bobgmbBm@gdome(3 Imabbyb60gd96 (agm@sdgomo, 2010: 156); dgmMg dbMg, wqgobob36ge 
sMbmgym|ddo Esd330EMES LybaSAMa oberodob gMam-ghamd Jond~@onbsMgmds, 3Zod0d0- 
%d0!"°, AmdAgma3 ySdomegh JIngm Moa MoGyomgdbs wo Bgb-Aggyemgdgdb. qygoboby6gem 
bs69ddo 9d dodsMaymgdam aosbgamsMgdqjemn dmgmgbgdo0 JobS dab BMowagogdobo wo 
AgmoaayMo HoSjoomgdab wosgoMagob LoyMabgb Jdbab. sdobmsb, aboba 3oGganMoymoco 
4y9Myng3 96 Aygbogob sMbygdmdab yng9ma30% QmMdob". 


JabSgdab AgqhoagsmamMn 34m ByMo 

BIIMsmbodbymoawsb asdmd~nbsM9 (gajmabbIman 896 30Ldo 3989d0ddob 993%(390%9- 
dob), Job&gdm0b AygbogomynMa gymBqjMo dommme SHMoea3ayemo obersdob dodeg30% 
d30M]M0(36M356 Q_Qbodos AgbsMAMgdqem0. of, CMgd~E], LodIm|Mse qdyormm@ep@ss Wojo- 
BdaM {dyn yrRosbasb, ymbyM{Gyw GoGyommmb oy Sgb-Aggymgdsbosb (sdobeob 
doMago, IAmbab b3qmo, do3dg0b ~Esdobydo, d03d30b Msdodo, daisgomgdyemob woSomMgdob 
MHaSHgocmo, Jghoagdab Mo®yomo, byagayma GHoS joo domo, bsg Eo bebyamagmm 
mg008o30b 6obd960)"?, Z6L6353930M wWMmggobe@gmo Aohbgmobs. dgmmMg dbMag, 3md3%- 
MoMAMaSs M5b5d9EMMZ, LoG\MgQos~mmM MgZIoGBogab LodmgmMgdn, Amdgemmes o6&mbo(30yMo 
Logydggqma Bmac@zoggobLayMas EF BMamess go3gMA3gmgoqmo bojomaggemmb doob 
Mgaombgdbo vy AMeEammyegzoboob bs~mbgddo. 

Z3006e@gm0 Dsddo~nsbyMn aogemgbs adeEgbs@ dmngMns, md d3gqmoa bLo3qmBr 
LodmgMgdab mobs99MM39 068 9M3M%]GHo0(309dd0 Ab~E|Qd5 sm@modsab wWo~gdsbmsb jwojo3- 
doMgd4yma BM9Qd968 960 HoJLAom — cms o~mods og~mmomens3* (,0M5306 oHob mombo 
moy30babygdabs sm@modab goMeo"). AnbogomyMa Dobos Lbgo@sbb3o06saMos ~s Jomo MJ- 
magagm-LogqmBn MoS qjomow@sb, daJMow@ob (sd azo6ob36gmb Jggdrm gobgnboe@mo3m) 
Moab bobgbbgdo. dgbodsdaboe, Mgmagoanbs wo ymRama HMosea30gd0b dbasgboe, dvybo- 
B2OIMH BQMBQMsdog JBoQam@os godImgmpboemo boMIsMayemn, JMHabSoobyomo wo dxy- 
bymdsbymn dhggd0. bmangMa dgdmb3930d0, gMabs ws 00039 bLodmgmsda3 30, bbgo- 
wobb3e MamaganMa dbmgmdbg@3gemmedob bobyobgdob wobsbges dgbodemgdgemo. 

AgmoaoyMo Anbozob qdbodgbge~mmgebgb LobgMgGqem degmgbob bsMmdmowagbb 
domo — baQayMo MgmagayM-bo3qmBo MHa8yoomo (Z0@gmdsg. 1). bmas~@ose, doJab 
Logo@ebb30 Jggy6ob Issdo~nsbygd0 sbMymgd96, Myd(30, 0d Lobam, Ms bobame(3 Aof- 
Bgdmsb ws JabGJmb6 9363960, Lbg0Q96 WogafbLoMgdyemo 0M oMob. AybogomyMo ob- 
Ambs3agdob d6M0g, MEbs3 aobbbgo3ggdqmno EomgAbHbyMo domo. Jgbodsdoboe, JobS- 
Ha dagJHo nbaggMboemyMos Wd Jom aE VbHMmdsb godmboGogb. 

Agg6mgob bonb&gMgbms daJMob be3osmyMo Byb4(309, IgbogomyMa dobsboomg- 
demgdo0 ws ab BMasw@o MmogabydyMgqd900, M03 BMbyMGyemoe dob JobGyM bobgbbgomdob 
aoohboo. 

dagmob dg4dbs wo3ogdoMgdqYemoo fohob Jybm Boxob 80MMgbgd9bm0b, MmIgmd(3 
0g0 80M39emse@ 10 Beob sbogda dgobMyme (XIX bowg.-ab Il 6ob.). 

dogab sbHymgd96 Jomgda3 @d 39(3900(3- EEJabomB3ab, Jomme daJMo Igbogomry- 
M9@, Z9Ma:bHyemo MgombobMobom wo AgmMMEoNMa IMs30~myRI{MMZ6gd0M YRM~r dg 8000 
BobgamoMgdqymno, 30EM) Dods30(3gd0b0. MVIZ9, d3gmo RohbyGo doJMob hobob9%gd0"% 
339304M9d069db, Gd dsdo39(39d0b dagMa3 d3gcmoeE YRMM dH9390MBIMM3060 “bes yr- 
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Romaym. 

MHa®gQo~mb mMo 06 MHsdI@gb0d9 Lomab Bo 8yo3gb. shGaymbqymo dgbMymgds wo mMo 
(96 4980) Loemab&o asddqemn dobab |mbdq gMimdsbymb gbs(33~gdo. dys bsbae~do a3b- 
30900 MMHa ybobmbyMo aybeab dImbs(33mgmd0(3. 

daJMo d9e@a909 Msd@gJ6099 AnbLozo~mNMa de~mmyoabsgeb. yorggem dmd~eg36mM de~m—m3°d9 
gZo@ob3gmob obodbgdb Bsdygebo. abygdo Bama, ad8Memgobs3ayemo, 3mdIMeambayMo bLod- 
MgMo-go~mmdnm. dgdeEga bam wo AgoMo dc~mM3g9d0 gbs(33E~mgd096 QMadsbgmb. bma- 
RIM, Lod~mgMob abygdg6 o0G03%9 AgbmdmyMamy|do, Jgdega, 30 JoMRgZg76o Eo dom 3b- 
jbo dadoMaymgdom dmdMomdg6 bMgbg dybdyomom, ghmdsbgmob byMadg4(3930M 96 
33920-2339, Agdobo~mgdom, Bmaxghm — MbghHom. Jgdoba~mgdob eEMMb «qd3o0Mgb 
ABHMbs 30H BmMMIQMy|dbs3 0496gd96. AfoM demmygddo MaGdqQm Iqembo3osb Jdbos6 
Godam, byob (39d0m Iyjbmgddyg, o9G030]9 6 ggmegmdg, dybdymob EMmb gMm-gmO 
RI6L RMM demagMsE WMHByodg6 Iobsb, Mams3 MaGdob demagM EMMA|db qb3godg6 bob. 
goMes bMgbq LooMamabo, agb3g~@gdo s~@gomdg Mmg39733- M39 daJHL gmnAZ0M0 IA0~- 
aG9(30Mo, dogoyMo gmoaqMo o4gb, obMyengdg6 abbgdom, bmanghan dgdILMyemgdgemo 
gJL&obdo dge@ab. my dgdILMymgdgemo dS938M09, d30M] Boban gaobby wasb, doMamoe 
806ab sbLMqmgdb wo EsboMhg6gd0 MoH dye syembo3oob Jdboob seEgamdy Gm330mMo Es 
Godaw 06 6H7bq LooMymam. AgbogomyMa HAgo~mbodMabam, Jgbogomoa bsba~mo y3qmob] 
L&odampMas Joommes Mx Jodsgo(3mMo JgDLMAMg|de~mdsdo. 

33630909 MMbaMs@d, Lodbamog@o ws JAMgyMO IgHMa. daMamsEs~e, 6cmm3960 Mo®- 
AemseE MMZobadbgdyYemno, MyWI(39 0IBMMg{Z0d9(30q~m0_ dmb533g9Mgd0 MogabygQem~mo gobg0- 
meMgd0b 8Mnb3080M asdmoMhg3o. 

dodo Imbsba~mgms MomeEgbmds 06 sbo30 JgbMNwOYma oH oMab. AaMdImo@Jd0 bob- 
930M Loomag@sb boombsb93Msd@9. 

bogoMaggemmdo doaMaMgdqmmo bbge gqm&qMgdab Jbaogboe, JobGyMdo 3qmBqn- 
00 dgabsMAybs HgaMdyMQ@s@mdo ~Ws gobgameMgd0b seEMy|yemo JHggd0, ab mogobgdx- 
Mgdgoo, Mo3 LoJoMaggmmb bobmgMgdb aoMgm d(36mgMgd Aohbgdmsb wogoMavjomn ob 
bobg(3gm@momos. IgmM] dbMag, AgbozomaMo Dobo~mob oxy Bgb-Aggqmgdgdoab yg3emggabob, 
A396 gbgmogm odzoMs Bo9MoE~Mg|M db JoMa Qe 3BqymByMobmob, M3 EogogdoMyZdqYemoo 
dom bogham, joggoboyM ggb3gdmobs3. bogymMog, hohbymo LodmgMgdoboge6 aobbb- 
393900M, JobGyM IAgbogoda dgnbadbgdo smdmbogemyM-JoMayemoa boembaMa bobodImgmm 
dgImMAIgQeEgQd0b O6mbs30yMHa Cs BoMIMbayema gmgdgOHQd0b asgemgbo, aobbogymMydom 
— bosbermgg oydym Agbagobosb (agm@sdgzomo, 2010: 157): 

Joby mgddo JoMayemo wo hohbyMa dgbozoemyMa sbMmgbgdab mogabgdqyMydgd0b 
bobor9 do Logqdgmoe@ ~EsjEM MMngnbsmyM JobHyM dgbozomyM yg6mdg6b, Mmdgmda(3 
gZsdmboSqjmos domo bogham, ngdyMa a~Egb8mdo, sbg Mmd godmoMhggb od di3oMa(3bm- 
306 gmbogqm XaqQb eobsMhgbo jo3ggobagmydoboaob. 


d96nd36980 


 g506369d0@/390bobgd9@ AImabbybag9d006 fohbgd0/Aghbgd0 ws abaxydgd0, M3 JoMoymoe@ bodbs3b 
363960 boembo*-b (https:/Avww.youtube.com/watch?v=ovIA22_0gGk 07.07.2014). BoRb9d0b mgnmbsbge- 
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Bme@gds wombAm, bmbAn“ (amafod30e@0, 2007: 38) 


2 GgMdabo yJobGo* JoMaym ab&\mMoaye~m BysMmgddo gZo0bsbyMo/3Z90bsbyMo GmIgd0b o~mdb6od369- 
mo aym Eo Dob Maby~, bLmdbyMH Eo J78MMdqm~ BysMmgdda JoMayema dmbs(39dgd0b aogmgbom 
BoZ{MG(sgm~mgraqQm@moe Banhbg396 (6mMAsdgoe~0, 2011: 8-14). EMgh, bogyms% mgb JobGBJdb ms39e0(3 
W6mEgjd96. sdobaob, LogoMoy~ams gb GyMInbo d3qmo ZoabsbyMa Gmdgdabamgabo3 9% ymoRoammoaym 
49(36™, Mobs(3_933093%]J0 HM8Imbodogob Jg7Lbo3mom goMoj~e@md96 (BoukoBa, 1973: 143) 


: Mybgd0 ws Logs boembydn Jom AgREgd0b LobgmbBmegdam (36md96 (ammbod30~@0, 2007: 38) 
s Lobbmob sm dab Bygbob dobob96 ab. Jgqgdmm 


> HK bo3.-b | bob.-ob momgbGbgmo MgemagayMa wes Lobombm maggMo, EsmgbSbabs ws BoRbgmob 
Agbsdg 0d090, MMIg7MII(3 J6ndZgb6gemmgbse Jgwybym bya abmodoab, 3g9MdmeE bygobdob 393%(39e9- 
dob EompbHobbs ~s Rohbgado. mxyA(30, Io8do~@nsbmds Hohbgmdo xQM 3093 XVI bowy3.-~@ob d9dm3- 
Od (nmmbodgomo, 1969: 76) 


: Zogmgbs aodmbsGyemgdob 3838m39de@0 AgyMbgmdab Logoe@obb3g0 eymmdab (S9H0b drbsmIm4dg0eE900, 
d9d0M9Md5-49396s6gmd0), SOZ0EMMdMHZ0 DG MosemyMo ZqmByMob yI6adgb6gemmgo6gbo ge~m9g996- 
goo (Logbm3mgogemo © bLodgyMbgm boagdmdobo, wmasd-deyMgeno...) oMgobgdodo (nambadgoeo, 
1977: 153) 


’ LodmasemgoMago MMagsbobs300b gMM-gMan RMMdos. bsMIMo@agbb Amboagbs39 MxRobgdob xayogb, 
AMdm|d0(3 abLZGAQdSs Joma WsdsoMbydemab bobgmom 


: bodmMbobm Aggqmgds, MmMI~ab Iabg~@gams(3_ JgMagZo0 Jomo Zom~meEgdyema aymr o6 joRmM|ds 34mbeoo 
(BMM@ adsyMmmes Job~mb 


? smbsbadbog09, mI Lomyxsbm Mgdabagob IMs3{o@MEAMmosbmds boymgds@ aymM ~Wodsbsbosmgdgemo. 
gb Bsdagya, daMomse@s@, 39d0Mb3944=™0 aYm ydZgo~mmM EBMmoab ymmam. Lb3gs dgdmb63939d0, dods39(30 
adagengdqema aym (d98mg9d069 wn~EA MRsba ws (39~Mgg Wobsbemgdymaym. AmMogoer(3memoobmdo, 
Cd 92HgMZq — CAb3mGobdo MmyYRobdo gobbogymMgadnom ygbL oga~gdb Do8ds~ensbyMo LoMbINbmg- 
dob gBo3{G3gmgedab dgde@amd (nmmbadgae~a, 1969: 105). JabGgam0b, dmeEm EMMIG], adgn9M0 oym 
IMSZEMAMMsbmMds, dm~mmM smbeg_m|dda yo, 3o8d0GyMo ImdMomdab aso4GoyMyd0d, gh Egbo 
Loymggmaom bmMdse@ o4(309 


© pgacnbabgemBmegdos 39(-9'3580E96" — ,MBIA76aM asgMmnosbydqemgd0* 


Mt A3960 (5330M39d0M, SEZNMMdMng0 d(36mMgMgd6n aobbo3yMMJdoM JB yngZbgqmE g960(3~@006 ~793- 
Amb-93MMmbMdab Jodo-do8yMo Aggqemgdob Cobsomdega 3od0d0H dob sHdmmob 


ee d99mb63930MN 9% aYM, MMI 38M%j7d7HG 030909 FoMIM@ATbA~MO bndydgdOb AZ gLMdo qdyo~mme 
YMQaDM HY MQmagoyM 8Gm3gbdos RobgMa~ma ~s Jomo JomeEme diam] bsbam~mo JgbMyemeoo bo- 
306a9dME g1b3ge@a300b bggMgdabsmg0b 


'3 dogoo, dogotn, BoJoGo, bBoJGo — sod Lo®yg0o, 60d65gb ,IgbLybgdab" 


'4 https://www.youtube.com/watch?v=Jyelt_KL5zw 08.08.2014 


https://www.youtube.com/watch?v=-wlcXnux2b4 08.08.2014 
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NINO RAZMADZE 
(GEORGIA) 


DZIKR AS AN EXPRESSION OF THE IDENTITY OF THE 
KISTS FROM PANKISI GORGE 


Introduction 

Georgia, a part of the Caucasus, situated at the junction of Asia and Europe is a multiethnic 
country. Historically, Georgia’s attitude to different national and ethnic groups living on its territo- 
ry (Abkhazians, Ossetians, Kurds, Russians, Greeks, Jews, Azerbaijanians, Armenians, Turks and 
others) was always tolerant which guaranteed their peaceful coexistence on the territory of Geor- 
gia. In Georgia, these peoples, settled compactly, retained their culture, customs and traditions, 
language and religion. 

The subject of the present paper is the musical culture of Vainakhs', i.e. Kists* of the Pankisi 
Gorge, in which the identity of this community is expressed and by which they differ from Geor- 
gians and their compatriots living in Chachnia’*. 

On the one-hand the topicality of the research in Kistian musical culture is determined by the 
fact that the study of the Caucasian and Chechnian music in particular is impossible without taking 
into consideration the Kistian traditional music, on the other it is also impossible to imagine a com- 
plete picture of the Georgian musical culture without a research in the music of the neighbouring 
Caucasian peoples living on the Georgian territory. 

The paper is based on the material obtained in the Pankisi Gorge last year (the expedition of 
the International Research Centre of Traditional Polyphony to the Pankisi Gorge in 2013, head of 
the expedition Ketevan Baiashvili). 

Before discussing the musical material per se, I think it significant to offer a brief histori- 
cal-ethnographic excursus, as the historical information and the specific features of their everyday 
life are mainly available in the Georgian Russian and Chechnian languages. 


Historical Information, Geographical Data, Traditional Life Pattern, Religion 

As it is usually known the Vainakhs are of the ancient Caucasian origin. They have been 
living compactly in Georgia since the latter half of the eighteenth century, though their first settle- 
ments appeared in this country in ancient times, which can be explained by their close genetical, 
economic, political and cultural interrelations (Borchashvili, 2008: 8). The Chachans, on coming 
to Georgia shared Georgian culture and learned the Georgian language as well. They spoke both 
the Georgian language and the Kistian dialect. On the basis of the synthesis of these two cultures a 
bilingual ethnic entity of Kists emerged (Gelashvili, 2010: 155). The main reason that caused the 
settling of Kistian families in Georgia was avoiding vendettas’, the shortage of arable land and the 
persecution of pagan highlanders by Shamil* because of the religious issues. On the other hand, in 
order to put and end to the Lezghian (Daghestanians, headed by Shamil) raids into Georgia at the 
beginning of the nineteenth century Kists were also settled compactly in Georgia at the request of 
Georgian authorities (Borchashvili, 2008: 21). 
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Geographical Data 

Kists live in the Pankisi Gorge, which is one of the constituent parts of the Kakheti Province 
(fig. 1 ). The river Alazani flows along the whole length of the gorge, around it there are the Kistian 
villages of Birkiani, Joqolo, Omalo, Dumasturi, Duisi, Zemo (Upper), Shua (Middle), and Kvemo 
(lower) Khaladsani and others (Borchashvili, 2008: 3-4). 


The Life Pattern of Kists and Their Traditions 

After the emigration from the mountains of Chechnia the Kistian traditions have undergone 
more or less significant changes, but their basic principles have come down to this day. 

Due to the great influence of the rather complicated life and culture® and in some cases being 
intimately linked with the latter the families of Pankisi Kists formed a syncretical social cell (Iton- 
ishvili, 1977: 153-154). Apart from the fact that they obey the Georgian laws, they also have their 
traditional rules, which they keep to. When solving all significant problems associated with the life 
of the community a great role is played by the Council of the Elders who are elected according to 
villages, it includes the elders of the family clans and respected people. In family relations traditions 
of the large family are observed, patronymy’, levirate*, polygamy’. The Kistian family is character- 
ized by the features of patriarchal life, though in the highland etiquette the woman plays a special 
role (Topchishvili, 2007: 47). 

The basic branches of Kists’ economic activities are cattle-breeding and agriculture. As to 
the domestic industry the most highly developed are the felt making and producing felt cloaks. 
Home industry and partially commerce (at a later period) plays an auxiliary role in their economy 
(Itonishvili, 1977: 149). The vendetta tradition is still observed among the Kists. To take revenge 
for wounding or killing a relative was a matter of honour. The latter is characterized by a number 
of specific features which I am not going to dwell upon here. 

Kists and Chechens in general are very hospitable; hospitality was above vendetta. The tradi- 
tion of hospitality protected even the murderer. The enemy, on stepping over the threshold of the 
host was guaranteed shelter, bread and protection (Topchishvili, 2007: 47). 


The Religion of Kists 

Historically, the basic religion of highland Chechnia was heathenism, which, under the in- 
fluence of Georgia acquired some Christian elements (Borchashvili, 2008: 28). The social and 
economic conditions of the mountains hindered deep and wide dissemination of Christianity (Top- 
chishvili, 2007: 48). 

At present some Kists are Moslem Sunnites (Topchishvili, 2007: 48). In their religion ancient 
customs and traditions are fused with Islam. Scholars also call such syncretism “traditional Islam” 
(Gelashvili, 2012: 156); on the other hand one of the trends of Sunnite Islam Vahabism!’ gained 
ground during the recent decades, it prohibits a number of rituals, customs and traditions. The phe- 
nomena developing lately in this direction threatens the religious rituals and traditions of Kists with 
extinction, besides they are categorically against the presence of any kind of music'’. 


The Musical Culture of Kists 

Proceeding from the above (here I mean the spreading of Vahabism in Pankisi), the musical 
culture of Kists has been preserved only among a small number of the population. Here, to this day, 
singing is directly associated with everyday life, a concrete ritual and customs and traditions (ruling 
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the weather, milking the cow, putting the child to sleep, children’s games, the ritual of lamenting 
over the deceased, the ritual of reconciliation, the Sufi ritual “Dzikri’, and the nazmi on religious 
and secular topics)’, unlike to day’s Chechnia. On the other hand the songs on modern amorous 
themes are very popular, their intonational basis being common to the whole Caucasus and wide- 
spread in the highland regions of Georgia and among the North Caucasian peoples. 

The recent Islamic influence is so strong that in the new interpretations of old cult songs 
fragments associated with the eulogy for Allah, its text being “la ilaha illallah” (nobody deserves 
being worshipped except Allah) appear. The musical material is diverse, it is borrowed from their 
religious-cult ritual Dzikr (the latter will be discussed below). Accordingly like the religion and 
traditions of everyday life in the musical culture as well, the heathern, Christian and Moslem layers 
are strongly pronounced. In some cases even in one and the same song it is possible to trace the 
sources of various religious world outlooks. 

The most significant syncretic phenomenon of the religious music in the dzikr'’ — the Sufi 
religious-cult ritual (video ex. 1). In general Moslems representing various countries perform the 
dzikr, though the manner of its performing by Chechens and Kists aas not been attested in any other 
country. According to the musical intonations the Daghestanian dzikr is slightly different. Accord- 
ingly the Kistian dzikr is universal and expresses their identity. 

What interests me is their social function, musical features and the general characteristics 
which the Kistian dzikr has. 

The creation of the dzikr is associated with Kunt Haji, a Chechen, who first performed it when 
he was ten years old (the latter half of the nineteenth century). 

The dzikr is performed both by men and women. At present the women’s dzikr from the 
musical variant viewpoint and the melodic diversity is more developed than that of men. Though 
judging by the recordings of the old Chechnian dzikr it may be suggested that it must have been 
more diversified in the past. 

The ritual has two or several soloists. Here too the antiphonal performance and two (or more) 
soloists alternate against the background of the drawn-out drone. In the middle the alternation of 
two unison choruses may also occur. 

The dzikr consist of several musical blocks. The lead singer indicates to the others when to 
pass on to each following block. It begins with as low, improvised, homophonic chanting. Then 
the slow and fast blocks alternate each other. Sometimes the performers begin singing kneeling on 
the floor, then start jogging to the left and to the right round the circle, side by side or with their 
backs to one another accompanied by exclamations and “akhs”. During exclamations they use even 
the tiniest intonational formulae. In fast blocks the rhythmic pulsation is created by clapping and 
slapping their knees, when jogging they stomp on the ground more strongly by one of their feet, 
thus emphasizing the powerful parts of the rhythm. Apart from jogging round the circle, they also 
dance on the spot. If the dzikr has a meditative, magic shade, it is performed with passion, and the 
performer goes into ecstasies. If there are many performers some of them stand apart, sing the basic 
melody and others create a rhythmic pulsation by dancing on the spot or moving round the circle. 
From the musical viewpoint, the introductory part is the most stable in the performance of both men 
and women. 

There are double, triple and mixed metres. Mainly the blocks are organized rhythmically, 
though improvisational elements are pronounced by the principle of free development. 

The number or age of the participants in the dzirk is not limited. It lasts from half an hour to 
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an hour and a half. 

Like other cultures migrated to Georgia the Kistian culture preserved its originality and the 
early layers of its development, those specific features, which among the Chechens living beyond 
the Georgian borders are either lost or transformed. On the other hand when researching in the mu- 
sical material or customs and traditions we notice a distinct resemblance to Georgian culture, which 
is also linked with their common Caucasian roots. Unlike Chechnian songs proper in Kistian music 
the influence of the intonational and harmonic elements of east-Georgian folk songs can be noticed, 
especially their affinity to Tushian music (Gelashvili, 2012: 157). 

In the Kistian community a certain synthesis of the peculiarities of Georgian and Chechnian 
musical thinking formed the foundation of the original Kistian musical phenomenon which ex- 
presses their common, communal identity. All that has been said above is another proof in favour 
of the common Caucasian provenance and cultural interrelations. 


Notes 


' Vainakhs/Veinakhs indicate the Chachens (Chechens) and Ingushetians, which means “our people” 
(https://www.youtube.com/watch?=O VIA220gGk 07.07.2014). Chachans call themselves “nokhcho, 
nokhchi” (Topchishvili, 2007: 38) 


In Georgian historical sources, the term “Kist” denoted the Vainakh/Veinakh tribes and it is considered 
to have spread in Russian, Armenian and European sources under the influence of the Georgian data 
(Borchashvili, 2011: 8-14). Today the Kists also use this term when referring to themselves. Besides, 
it can be presumed that this term could be known to old Vainakh tribes as well, which scholars suggest 
on the basis of the study of toponymy (Volkova, 1973: 43) 


3 Russians and other peoples know them as Chechens (Itonishvili, 2007: 38) 
* About the vendetta laws see further 


> The religious and national leader of Daghestan in the 1* half of the XIX century, the third imam of Da- 
ghestan and Chechnia, who greatly contributed to spreading Islam, Sufism in particular in Daghestan 
and Chechnia. Though Islam appeared in Chechnia as early as the XVI century (Itonishvili, 1969: 76) 


° The influence was expressed by the assimilation of various forms of economy (lowland agriculture, hor- 
ticulture and viticulture), and the most significant elements (residential buildings and those for storage 
and household use, furniture and kitchenware) (Itonishvili, 2007: 47) 


7 One of the forms of social organization. It is a group of related families, referred to with the name of 
the founder 


8 Wedding custom, according to which a woman was obligated or had right to get married to her brother- 
in-law 


* It is noteworthy, that polygamy was lesser characteristic of familial community. This step was deter- 
mined by the wife’s childlessness. In other case the man had to leave the large family and settle seppa- 
rately. Polygamy, as well as despotism in family particularly gained foothold after the dissemination 
of Islam (Itonishvili, 1969: 105). Until recently, polygamy was a rare occurrence among the Kists, 
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but in the past decades with the activation of spread of Wahhabi movement this became a generally 
accepted norm 


'0 The name itself is “Al-Muvahiden” — “United by Faith” 


'! Tn our observation the locals are particularly oversensitive to the Wahhabists’ struggle against the 
tradition of the elderly-young 


'2 Tt was not accidental that the majority of examples presented here had been recorded directly in live or 
religious process and only small part of them had been specially recorded for the expedition memebers 


_ Dzikar, Dzigar, Zikar, Zikr —1s an arabic wordm meaning ‘reminder’ 
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Video examples 


1. Fragments from the dzikr performed by women and men; materials of the 2013 expedition of the 
IRCTP headed by Ketevan Baiashvili 


Translated by Liana Gabechava 
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8016380 ZOHSSINIBNLN 
(LdISHOIBILY) 


9M939TNbINSEMSS LISV39M39MHI0N) IGEMBHIBN 
63I6IEBIGHISN FILNBVIM BILAM MIN 


CosyMMdamn BMeMGago, MMAQG@a’3 bLoJoMa3zgemb ob Mook dvyeod beg3@o, aob- 
LogymMgdam ofGoyqMmegds XV-XVI Lowy g3qbg9d0~@06, Mmeagbs(3 begds ONMgmob dagm 
ofoMoab, dgbbgmob, modgnab, dogdgmobs ws Gom-gemoMxgonab, bmam bssMmbgmab dagh 
B9MQMab doGh9(39d0. HIMAG®MMogd0b wodsyMmdobmsb6, Imbobmgmdab sdmbygqGobs ws 
AZodo8do~@osbydobmsb gMmoe, begds IoboyMa go~obsbmgd3: omdmbsgmgm bojomMa- 
3gcmmosb (daGamse@oe, Masbyma@sb, jzobgma@cb wo 39 Jm0~@s6) 1616 Bomb oMobob 
do3 odob I-ab dogm b8smMbgmdo, bmeam Ag7QGab Mybgmab dagM, daMhamse@se, Agbbgmo@ob 
(1828-29) ws ogoMo@ob (1877-78) — aqMm|gado. dsMnsmos, I9R30b Mybgmob eEMmb Imb- 
Go MYM |gmab dagM JoGos3goqeno GHyMoGMMoagdab bsbomab wesdMyjbgd9, dogmMsd dmendg- 
303900b dog 1921 Bgmb bojoMaggemmb wodyMmdob dgd~@ga dogdgamo, GHom-3moMxgono, 
modbgonob qea@gbo bobo eos, 06939, sgoMabs ws Ag7bbgmab boboergdn, 3gm03 mwyWM- 
dgab asw@og(3o @d 0Mgd@] dab dgdowagbemmedsdos. M3 dgg6gd9 SqgMQmb, 030 ~Cg@obsd- 
Imdgamb m@a3osmyMoe@ Jbme~mme 1920 Bymb wondMybes (Xanu30B, 2011), oyd(30, 
gobodgmgdob dadega sdgMdoogyobob MyAb38ydmogodo dgg0@o. 

Agg6gdqMQd0b dg 8 gb boboerdo bobadmgmMm dhsgombdosb ds Es3oMaymos, MYd(30 
sMbobadbsg09 BoMyma DMsgo™Mbdosbrdo, MMI@OL EMMbs3 InJIgmoa LogoMoy~e@m dobaob 
DgZIMI MAM {dobo(3 sHEQHL. gL Logdomess gogM(Zg~MgJdqYmo BMBZ0~mNMa AMogombdosbmdob 
CodgoMagzab segamy|ddo. asMe@o sdobs, smbobodbsg00 Modbgmmb6 wo dogdgmmeb ~wojo3- 
daMgdqyma Has8aMboGy30g9M0 (36—dgd0, Hmde~mgda(3 1870-006 1900-1910-o06 Bemgdb aob65- 
336900 (Rbog3edg, 1980; do4Modg, 1987), JoaMod 3mb3Mg8qQemo AgbogomyMa badydgdo0 
Agdagob (36mdoo. 

bodogngMme@, dgdImMAgbaemos obbSMydg6® yea ImMsgombdosbmds, Mxyd(30, Mogabo 
AbogomyMa Jobsbosmgdemgdam ogo JoMaxyemobasb aobbbgo3e@geo. 

s6—~Md jo MaMM|y\ema dbosMob AgqbogomyAM QmmzmmMAb (300M-(39~3g_ Zobgabo~mo3m. 


msdbyMn HMseayayenn Iyqhags (bsJomanggemmdn sdoMab sgGmbmdIayMa Mgb3ydenn3~, 

oryMdgnda sMngnbabs ws Madgb 3mgnb(3n9d0) 

eEM|L mobgd0 9M bIsda IJegmasb. dogma bomfdgemos, MY MAmeEab wonzoMae 
IMogombdosbmds. od dbMng3, bLonbSMgLMs ob goJHo, Gmd gMmbdosbos ob mobyMo 
bodmgmgaa3, GmMIE@|d03 BobgMam~mos 1917 Bgmb bmaobs wo dob Ia~sdmgddo (Isdobege 
bodoag3gemdo) g60md9(360g% ambgd yo dodob dagm. (3939 Woes sm3gbadbmam bojom- 
DZIMM-aVQMgaob Lobm30Mby Ie gd0M] Logg LoMeab Jomo bobagrdo di3bmgMgQd0 
mod dob LodmgMgdo, Mmd~mgd0(3 EEL bod bdodo LHYme Jds, XX boy 3y60b 60-70-0960 
Bengdab dogbsde@9 jo gMmbInsbo ym (oj~@omIog. 1, 2). damn gsdMogombdosbgds oom- 
gona Axbogab dobbogmgdmgdab Imegobgmdab Jge@ga00 (g0boe~ © MaMN 3og0d9dggd0b, 
mama sde@ymoadabs wo Logs LoMggemms (364960). 
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MHo(3 dggbgdo modyM bo3M9309H Agbogob, IMogombdosbmdab mgebobMobam, boyym- 
SEMJOMS aBy~ob&3oMbs (Gmdgebsc3 msdgdo onMge bobgm oyenyd-msb gMmse@ 3x7- 
@ob0(3 (bey. 1) 96996) © badgdnsb-69d006 Jodobhoby — cmod4MH fFormamdy dgb- 
Myemgdyenn bodydgd0 (bem. 2). 

0306y49d6M avyram. 9d LogMogab boghnm JoMaqma bobgmbme@gds aneob&go0Moo 
©d Dob LoJoMaggmmb Lbgo@obb30 gymbgdo Lobge@ebbg0 bobgmom Amabbybagdg6: Jo- 
Mambs ws Mogodo ayeobSgoMb 06 L&30Mb sybmeEgqd96, sfoMsdo — godsmbb 6 g¢osimbb, 
dogdgado — godsmbb 06 godmb, Homda — Gogob, Igbbgado — oyqmadb ws modbgado 30, 
MMAMHZ GIGI 236056] — ageob. 

39099 ~Eobs3M%53960, doybg~mo30~e@ Jgemobdgdab bLogoMdabs, JoMayemo bombaMo 
IMogombdosbo Agbogab yobmbdmdagMygdgob goxqjdbgd0 (oqromdog. 3). sdob 39 30Gy30m 
Formby, GmMAmab 356a9d0(3 B9GomymyHo 330MGBJd0b Wsodsgo~mo ImdMomdom (g96- 
bogymMgdom, Logo~@obbe bo4(39390d0) Agg960 dgbogab 6mMIg7db Lo3zdome ImMe@ges. gor- 
OD 33oMB domes shymdagmo. IJeMmosm@oo, bo3Mo30 boedbadosbos, doamsd bLodgdab aob- 
(M5909 FAHMEMMAMseo domeame mMo bIob symgMgd0b Lodyoemgdsb adenggo (seyonmdog. 
4). Mo(3 dggbgdo bogmogab boMdmdogemmdob, gHmdbadgbgmmg3obo wobyg6abae6 mogb dg- 
3039390, JoaMod, Agbodemmes, ogo ONAM|qmoa 06, 7RMM A_Boe, SgMdbyomo boMImMImdab 
oymb. 

Imgemge@ dg3g969d0 BmMbG\mgemo dgMdbgdab bsMdmdmdob bozgombb. gma0 dmbsdMg- 
dom, ababo d9M%d69d0 sMosb (gmMmdowms, 2008: 249, 298-299), dgmMg ImbobMgd0m 30 
(G03 AQbLagomyMo@s(3 sb yMw@gd9) — godg%dbgdyeno modgydn (do6sdo, 1988). bodb-yb- 
SMO, oJ Jgydemgdgmno, domo aLAMMoab wegGomyAMse@ gobbamgs (®Moso%mbgmo (mo- 
bgd0b asdgMdbgd9 obygd0 dg-15 boy 3-760@~06), qdMomme, 0360d6s3, md abobo 1923 
Bemag@sb LodgMdbgada (36m3gMmdg6 Eo dgMdbAmoe@ JgGy39mg9d96, ONIZ0 IgqbogomaMo 
QMMgmmMa wmpbo3 sbeambos cms dyMoob" (oxyoomdog. 3, 6... 3) bLb3gom0 domob, 
dom jo3doMb grmembgdmo6 (emg396ege@0 34,9000, mob jdos6) SH(3 BOMMdams woMyngb 
(gmMmdowms, 0439): 

LMAZ6E@jem0 ONM|Qmab HyMoGMMabyQ I36m3gMQd0 JoMaggmgdo@sb gobbogqommg- 
da SHbeEMgZS60 HoMIMERZ 760 Mo3{05b- BoMdmdsg~mmdsbg cmsbydb 043m. 80Mse0 bowydMg- 
30 0433939, Md, BmaaghMoab sbMam, moba Iyo sbon@sb Imby~mo oyAMJoo; bobo~mb 
Bamboo, Md ng0 (390EMBQ_ gMmgbgdo0, 9M3 HMQAMJos Ed 93 JoMMZQm0; ~s dbme~me 
430M] Beaman smasMgdb JoMaqm BoMdmdogmmdsb. oMo@s, 39MbLo@ 39394(3930M od 
RJ HL, Md mobyMH avy~obSg0Mbg (Gmdgmbs(3 DMZ0MMb ~Msdbgd0 Bxyx7@ob yWKreEJd96 ws 
Msdbganab dobdGod0m dJommme emgg.6egma aNMgmab GyMoGmM0sdy RnJbomeyos) 
doMayemn IMsgombdnsbmds yrgMb ces sdsda gg5MbIybgdb EmsbyMin Bobagdab Jo~wsMges 
LogoMnggemb bLbgs@sbb3s 34yb79ddo sMbygdyem ayosbGgMbq hob6gMa~@ Jsbsengdms6 (o“- 
camdsa. 7-9). 

bogoMaggemb Lbgoe@obb3o gambob aq@ob&gomgdb dmmob (bem. 4-6), bobgembo- 
©Cg9d9d0b aoMes, d3aM|mM@Jbo a06b630396960 oMob MmammM3 ombsamdodo (Joagsmonse, 
agemgdo0b megbmds), abg wobs3Mo39dd03, dogmsd gb asbbb30394960 mobqM a@ob- 
83Z0ML JoMayemobasb 0M godmymab. AmamMH?3 braob, Robengmob wo BRoboMoab mmo- 
BMH I7Gy3gM|Oo Adsbbbgog—gd0 AMmdsbymabasb (goMBmdoo, 2008: 97), dogmod donb(3 
gMans, sbgs JomMaqemn wo msdqMHo ayeoobSgoMab dgdmb3q30dG0(3. 

JoMOosmos, a@cdg, Modgdmsb JgMmoe@, 04939 HIMA®MMosby) d(36m3Mgd0_ bgd- 
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domgda(3 (A-gbyemdobo lndb9d0) 35396, doaMed, CoED s~MdoMmdnm, gb bo3Mo30 bgd- 
domgdds modgdobao6 dgamgabygb, mxyd3o, gb dgdI~@amdo 33emggob boasboo. 


DogZdQMa B™Mseoayayema Iygbags (oyMJgom, sMngonbab 36mgnbi3ns) 

modyMob dbasgbse, dogdqmo IAgbago(3 gMmbdosbos ws IJgmmeEayMse@ — dboMo 
(oJo(g 393% Egdbb gMabo ws 09939 3sbabq 08—gM%9d96). JoZgd-qMa Lodmgmygdob wowo 
Bsbomma mam dob ymagmagab ogmMegmbob mobbamgdam LMmaAmegds (seao~mmdMHn39d0 
dob dj doyob* 96996). 09 bo3Mo03%9 dgbMyamgdqmoa Agbags Jomaymo boembaymo 
IMogomMbdosbmdob bmMdgddo 39M Regd (oroomioa. 10, bom. 7) RIM 30093 MdI~ybod9 
ongymo Beab bab gb 306agd0 godmbd] LHymeagdmes, MAd(3o Joma RaJbLoMydo, 06939; 
AHMaMMH’3 Gordo, dogdgmdaz Jgvydergdgemn gobeo. 


B9myMn HMseayayena Iyghags (oyMdgono, sGngnbab 3Mmgn6(309) 

EM|L BomaAMa Lodegms(3 gambdosbos (oxyeoamdog. 11), MAI(3S aZbZ~@gJdo BoMAmo 
IMogombdosbmds. Looby MgbMs, MMI gMa-gMaO boIQdOL JgbMymgdob EMmb Indg- 
ma, d8dg@00 dsbobLmMeama gQoMyemo AMogombdosbmdob ,,dgJdIbob“ dgd~@ga, gorwmb 80M39e@ 
Log gbymb ene sg@omaMgdob 4q3g9mgdb, 64) abgma drmodg¢w@amgds MAgdmes, md ogo 
mMAbdasbo Lodmgmab mMng9 bdob Ambs33gmgmdom IAmgmoab (oqonmdog. 12). bodemgmg- 
dab qdg8gbmdo oyMqmoe@ LHAmMeE Jd9, doaMed dom JoMaqm boMImdogmmdsdg dg- 
Hy3z9mgob dsbab doboswoagdob dgbodemgdmmds 3 (obgao gJb38gMadg68o asbsbmM3agme 
Bomgmds sboemaobMeosd, mbqAM LoMogonsd, MmdgmI9(3 gMaa Lad~agms dadsdobmeb, do- 
mb obBoH LoGogoosbsb gMmo@ AgobMyms ws MZanMb ssbb oddmde@s (sy@omdsg. 13). 

MHo3 Jggbgdo BeoMexgnbs Eo B_gMga@ebb, JDgbodsdabao bogJb3ge@a(30m Ioboe~ob 
admbeomdab asd, xgMRQMmdm, 9M 3gbgd0. 


somaya BMsea3ayemo Igba3s (oyMJgndo) 

aM ganda d36m3gM9d ogoMamme LadmgM|d0 ~CMmgd~@g MMbdosbos. LobodmgMmm IMag0- 
MAbnsHMdab CM|gZrbeEgmMmmdsd~@] dgDbsbgg7em0 gb gMmoeQ{Man CsesbH|AMIdqjema gBgM~s 
gobbogqmMgdam oMab ombosbodbsg0. doybgwmo3gee@ boagybggd0b dobdomdg oyqmdgnab 
S5GMEMbabs, sfoMemgab ogo sJodeg JgIMMRsm (sy~@omdsg. 14). 0439 9E36ndbs3, md 
abgammoab Goombab boggem SsaMagh AgbogomyMa Bm~myze@mMoa (Gold, 1972; BoBgMo~@o 
8089M aMme@abs wos 98dg@ MbJo6 Agmodg3o~mob dogM 1968 Bgmb, MmMIgema’3 aMm~me@ds ao- 
dbo HMos@a3oqmo IMsgombdosbmdab 33cm g30b bogMmsdmmoabm (3968Mb), Amdgma(3 
gonbmdqbagmema groodgm asMsyobadgb gobbam@myemo ofgb MmamM3 dogdqyMo (aoMsyobodo, 
1987: 93, 2011: 88-90, 119-120), Lobsdegzomgda ogoMamns. bodg36aghim moG®gMoGy- 
HAMS C5 8OMSEO BMbGHoJG jdm CWo~mobSyMgdqmos, Mmd BoaMag dogdgmgd0m yo oMe, 
dogobemamgdom oMob Esbobmgdqmo Ed Joma ANbage(3 sfFoMyAmns ~os oMs dogdayMo. 
dob AybogomyMo badydgdab Jg~msM]d0(3 ({bomYymab (33390d30@0, 2013: 41-42). bed 
sO3bndbmmM, Mmd BoaMagh bodydgdab sfoMAmmedob dgbobgd xQIH 3o~g3 oo Dbbom~medg 
(Abbse~sdo, 1988) © doMabs bybybsodgog~mo (b-yb-j650d30em0, 1983) 69MeE696, myd(30, 
abobo 0d bogambb Logsbagome oM dgbgdn06b. 

Ho(3 dgg69d9 ObLHM NIZE QeE Aqbogob, Eo~a IMsqQmoMmdam boMagdmmdb o3mMe@g- 
Mba, MMIgMD](3 JoymMH-dabmMymo Lob&gdob 3o6aqd0 LHAmMEOJd9. Myd(3o 98dg@ Mbyo6 
Agemsdzamoab dog 1965 Bgemb bog qm BonMagda fobgmMamos bogodmby ~Eobs3%93960(3; 
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AMAGMOs Bsba~ma Jamnsbse Mogbegdo JoMaqmo boembyMoa Agbogobagab wosdobobosm- 
gage Romhrgddo. 


S9MYEMN BMseEaygayqema Aybags (sbgMdsagsbo, Sqm Enb, BsJsmsmsbs ws y3sbab 

amb 60) 

39293 gMao Mgaombo, MmImoab AgbozomyAM |mmzmmMdbyg dgagodmos goboy- 
dMmM, sMab BgMQmo, MMIgem2(3 1921 Bea@sb obgMdsnxXsbdo JeEgdoMgmdb. IgA3Z0@d9] 
Lomgbow@sb aodgagdqemnds Aqedagds dgImMbg3z9009 LoJoMam3ggemmb 0d gaymbgbs(3 wowo 
bsMoma AmyAGhobs. Imbobemgmdo bdaMs@ adomy|dmeas wow 4393%Jddo, MMIE@|d0(3_ 9°d—- 
do ay fodoMbqmn. (3boe@as, sbgm 80MMdg9ddo AMogo~mbdosbmdob dobsMAybgd0 dbge~o 
aJ6gdmes Cos 9%(3 JgdmMAgbo~ms (oxyonmdog. 15): 89M Jado goMy~m MMbdosbmdobmsb 
(oeamIoa. 16) FGmoe@ QadboMmgayjmns bdoms bobgemgda3: boder5063 (606e5963) Sdoe 
— S9e0 bdo; Aqoems $do2, 0393 $do2, goo 689 — Ags bIs; 49% $doo, dod — d960, mI9- 
mag. EM] SMbgdYEM dhogombdnsb dob agogoMoyegdnbgdb. obAmMoymoa o3gdge0mm- 
dob godm, aobbogqmmMygdom, gh dboMg godmaMhgge boebadmgmm badydgdab bodbomom. 
89Mg odo RadbaMgdqemo AgbogomyAMo badydgdob qdg®gbo bsba~mo bod03d3m |m~3- 
mmMbg Imeob (oqroomiog. 17): 

89Mgado, obg39 MmanmM3 Lbgo Myaaambgddo, JMogombdosbmdob wogoMagob Bybs 
MoHamdg 39M3gMb 30Gy3om, doaMod ob 30 QoJGos, Hmd bLodmobysMmmgamo (1931 Bgemb 
326ob Moombob boggm ymMomoba@sb boJomaggmmdo, 39%dme, jobgndo godm4i3g%- 
Ma DJsMamdsw@on@gdgmo abga~mygdab dagh wossMbgdqma bLaggmo egeme@emobbyommb 
Msombdo) abaag~mmgda3 ghia bdoda degmoob. 

MHox(3 dgg6gd0 abLAMAIZGyem Agbogob, 8gHgmdo ogo asd4Mo~mos ~o Jobo s@ao- 
mo, KIM 3o~gg Mosde@gjb0d9 omberoemoab bob, L8eMbymo@ob [bomosMs-byMbe, (Lam. 8), 
bobo, Mmdgmbs(3 obga~myda fybaqMb qbr~@gdg6 (bem. 9)] Cd AMe@o@MM Bo3gobon~@ob 
[aoMImbo (LG. 10)] JgImML QE Lo3Moggdb ggoMo. 3330b0y7M ~obs3M%539ddo sdzoMoo Jo- 
AHaqmo bsembyMHo dnbozob asgegbo (Lodmasceome, JoMagqmds dygbo30d AMEAMmM39330- 
Loymby wowo aogmgbs Imsbenbs) ws, 3BR0JMMdM, CEEML gMQmdO BoBM(3gE~mgdqEmO ~o- 
bogmseggoab ,,JoMorryonmds(3" sdom qbes aymb asdmbggyjemo. sd03g9 EMMb sdjoMoo, MHmd 
SEM] aMbydgdeoo GHMoea3oqmo abb|MyAdIg6G yma Agbogo, Gmdmob dobobgd wmgb, 
LodbyboMme@, oMoy3gMns (36mMda~ma. LoMoMs-BYMbsby yo BdnbEs smdmbogemyAMa Agboge 
JOgMed. dobo~mab qfmbemdob godm, Lobab Mg8gMGyoMbyQ LoydMaboge6 msgb 3030390. 


AMrengmgn 353 39basdo d(36mgMgdn JoMnggemgdnb BMsea3ayemo Ayba3s 

30OJ3 QMao wobsbengdo, Lo~o/3 86MM ombmay_mgdsdeg dgdmMhe Jomaymo bobod- 
Mg9MM IMogombdosbmds, smab Mybgmdo (g9@dme, IMbEM abs Ed yodbBmsMab do~sdmgd- 
do) d36mgHQd0 JoMaggemgdab Agbogsemy|Ma QmEmByeomMo. Joma bLodg|%gd0 wodogMo 
oMsyadgamds Imbe@mgdo (1890-0560 Bengoo) God yobmoMob memob bogygen dgemymgbyo0o- 
do (3mbmaMsg0m, 1904 B9cob) RoabgMo (Apaxunes, 1916: 116-117; 131-135), godmo43gy6o 
©d yobmMoMda A3bmMgMgQd0 JoMaggmgdob Aybozom]MH QmmyzmmMAb (3939 LAorGo0(3_ go 
daqdm3bs (Apaxuues, 1916: 121-125). dommomos, ceadaGMa sMoyodgomoab dag fhobgmam 
bnddgddo gb63ge@gd0mM JoMayemo Agbogabagob bogmgdse@ Wodsbobosmgdgem dImgmybye- 
bog, 99a%0d, sdab daybgeo30e@, obobo sdzoMs@ 90G9MJd96 Mognsbma FoMdmdogemmedob 
bodb6bge0b. 
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LoobGgMgbrs ImbeEmygabs Eo yobmoMoab JoMaggmgdob AgbogomAMa YBm~m3Ze~m- 
Hab gymbyMAmds — EndaG®Ma sMoyodzo~mo Jom gobyMse@ asbobom~moglh (Apakunes, 1916: 
1:25), oAd(36, AMamMM(’3 AL®MMayemo wo gbsmdg(3bogMymo (angnbgadgom0, DMANMOS 
c@o bb3., 1961: 166), abg AqbogomyMa HgZombobMabame(3, gb bLodegmgd0 JoMamymos 
(serocom 30 BogboMgdqmos MmamHi3 gobgado, obg doGonmde(s). Mybgmdo d36m3M%9- 
do JoMaggmgdab AqbogomyM QmmygmmMb oMoyodgomoab dgdeamd, MmamMH3 AgdImgob 
(36mdogmoas, bogsbagdme oMo306 dgbgd09, MAd(30 aMogme Aboggedgb Imbem3do fob- 
gHoa~ma smo JoMamob 69339nd0 ofgb dgGobomo (Bbog30d9, 1960: 452). doMams 3, 
IMBEMZIEMO JoMaggemgdab BobssMHgQd0b qdMog~gbrdo JoMamo@sb oym ~Es MayAbgmdo, 
1724 Bomb, Jomamob 9939b, 3068068 dIggdgbgb godymeno. 

MHx3 dgg6gd9 obbSM NIGH Qe Agbogob, ogo, LogoMoqeme, BaJboMgdqm0 oH(3 
Mab, 9d 739, (3{6mMda~mns, Hd 8M8qyemsMymo yroRams ~snMs Cs aoMdmbo. 

LodbybsMme, Ergh AMeEa~MM|D go3gobosda Ji3bmM3gMJdo0 JoMaggemgdob Aqbogo~mam 
BM yMMMS7 _39M5R3qML BnGy3gom, Mo~@aob (36mdagmo goMgdmgdgdob adm, JoMam3gema 
Ig(3ogMabsmgab of Logdb3geo3om dydomdab dgbsdemgdemmds of oMoab. 

AmamMH3 bgd-a(3 9E360d69, 3mgomyMa AMogo~™bdnsbmd5 JbmEmmMeE oNMJGn- 
do d(36m3gM%qd ogoMmgdmsb Cs Mybgamdo, 3gMdmMeE jo AMEdMMZo3g3E0bosd0 (Mod~@96099 
oobegncmob 606), yobmoMoabs ws ImMbBeEmgab dJo~sdmgddo dybmgMgQd0 JoMam3gemgd0b 
AgbogomyMds 3Mo4Gogod dgdmabobs. MmamM3 fobb, 09 gBQomdgbob dgbsMAybgd0, bo- 
3YNMZ, AMEAMMBggE0Lag~@gd0b AqbogomyMa QmmzemmmMoab IJMogombdosbmd9d0(3 ao- 
Bsd0Mmes. 

abdob jgombgo: MmammM dgobsMAybg4b anM|gadoa d3bmgMgddo ogoMemgdds Lobodeg- 
AM AMsg0mMbdosbmdo? odoby gMmagoMmg06o 89bybob go(3g9do ddgemos, Mxyd(30, sdoboeb 
0d393daM|d0M, SshbasMadasbsby30 bodegamse@ sMab boJoMos gogabsdab dmbsdM do odab 
Agb9bgd, MMI NYMgmds y3gmmobq |g056 ofoModo Amagows Bgbo (fodobsdg, 1915: 12, 
20, 29-30). 
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GIORGI KRAVEISHVILI 
(GEORGIA) 


POLYPHONY IN THE MUSICAL FOLKLORE OF THE 
CHVENEBUREBI — THE GEORGIANS LIVING ABROAD 


The constant aggressive politics of neighboring countries characteristic of the history of 
Georgia were particularly pronounced in the 15"-16" centuries, when Achara, Meskheti, Lazeti, 
Shavsheti and Tao-Klarjeri were annexed by Turkey, and Hereti— by Persia. The occupation of ter- 
ritories, accompanied by the extermination of ethnic Georgians or their forced conversion to Islam, 
was followed by massive forced migrations. From East Georgia (mainly, from Tianeti, Kakheti and 
Hereti), Shah Abbas I exiled the captive Georgian population to Persia in 1616; after the annexation 
of Georgia by Tsarist Russia, in 1828-29 ethnic Georgians chiefly from Meskheti, and in 1877-78 
those from Achara, were forced to move to Turkey. Although in the Tsarist epoch Russia managed 
to regain the lands previously occupied by Turkey, after the annexation of Georgia by Bolshevik 
Russia in 1921, Shavsheti, Tao-Klarjeti, most part of Lazeti as well as some other parts of Achara 
and Meskheti were returned to Turkey and they still remain part of it. As for Hereti, it was regained 
by Georgia only in 1920 (Khapizov, 2011), but after the establishment of Soviet power it became 
part of the Republic of Azerbaijan. 

These Georgians, exiled centuries ago, refer to their compatriots in Georgia and elsewhere as 
chveneburi. Among the majority of those living abroad, polyphonic singing has been lost, though 
there are examples of hidden polyphony, when the singer incorporates musical material from the 
presumed bass voice into the melody. This way of singing is quite widely disseminated in the re- 
gions where vocal polyphony was lost. Apart from these, some remarkable information connected 
to Lazeti and Shavsheti, pertaining to the 1870s and 1900s—1910s, exists (Chkhikvadze, 1980; 
Bakradze, 1987), although the concrete musical samples remain unknown for me. 

In spite of this, instrumental polyphony is still preserved in these regions, though it differs in 
its musical characteristics from the Georgian version. 

Now let us discuss the musical folklore of each of the mentioned regions separately. 


Laz Traditional Music (Achara Autonomous Republic in Georgia, Artvin and 

Rize Provinces in Turkey) 

Today the Laz have single-part music. It is difficult to say at what stage polyphony was lost. In 
this respect, it is interesting to consider that even the Laz songs from Khopa and its neighbourhood 
(then part of Georgia) recorded by linguist Ioseb Qipshidze, and transcribed by Grigol Kokeladze, 
are unison. Separate mention should be made of the Laz songs from the village of Sarpi (Georgia) 
bordering Turkey; today these are sung in three voices, but they were unison until the 1960s—1970s 
(audio ex. 1, 2). According to Vasil and Lili Kakabadze, Lili Abdulishi, and other residents of Sarpi, 
their polyphonization was arranged by Acharan music teachers. 

As for Laz instrumental music, from the viewpoint of polyphony, remarkable samples are 
performed on the gudastviri, which the Laz call guda as well as the Turkish tulum (fig. 1), and on 
the stringed and bowed kamancha, the so-called Laz chilili (fig. 2). 
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Beginning with the guda, the common Georgian name for this musical instrument is gudas- 
tviri, although it is referred to with various names in different provinces of Georgia: in Kartli and 
Racha it is called gudastviri or stviri, in Pshavi — stviri, in Achara — chiboni or chiponi (Shilakadze, 
1970), in Shavsheti — chiboni or chibo, in Tao — tiki, and in Meskheti — tulum.. 

The tunes played on the guda fit comfortably into the corpus of Georgian folk polyphonic song 
(despite the abundance of melismata (audio ex. 3). We cannot allege the same about the chilili, the 
tunes of which are quite distant from the norms of Georgian music in their descending movement 
of parallel fourths (especially notable in the cadence phrases). The chilili is arranged by fourths; 
although the instrument is three-stringed, the arrangement of the strings enables the performer to 
play only two parts simultaneously (audio ex.4). Concerning its provenance, I will restrain myself 
from making definitive conclusions, but it may possibly be of Turkish or Greek origin. 

I would like to briefly touch upon the issue of the origin of the Pontic Greeks as well. Ac- 
cording to one opinion, they are simply another branch of Greeks (Koromila, 2008: 249, 298-299). 
According to another opinion, the Pontian Greeks are Hellenized Laz (Batsashi, 1988). Sadly, it is 
impossible to discuss their history in detail here (the Hellenization of the Trabzon Laz started in the 
15™ century); however, I would like to mention that although since 1923 they reside in Greece and 
speak Greek, their folk music is still close to that of the Laz (audio ex. 5, 6, fig. 3). It is remarkable 
that Koromila does not deny their connection with the Colchians (who are the Laz in modern un- 
derstanding — Koromila, ibid.). 

Of the Georgians residing on the territory of modern-day Turkey, the Laz have the vaguest 
idea of their origin. As becomes clear from private conversations, some believe that the Laz are 
Turks who have come here from Central Asia; some believe that they are of separate identity, 
neither Turkish nor Georgian; and only a small number recognize their Georgian origin. Yet, it is 
an undeniable fact that Georgian polyphony sounds on the gudastviri, called guda by the Laz, and 
which is documented only on the territory of Lazica in modern-day Turkey. It is easy to confirm this 
fact if we compare Laz tunes with those performed on the gudastviri in various regions of Georgia 
(audio ex. 7—9). 

There are minor differences between the gudastviris from various regions of Georgia (fig. 
4-6); in name, in construction (e.g. number of finger-holes), as well as in the tunes. Yet, these dif- 
ferences do not distinguish the Laz gudastviri from the Georgian one. Just as the Laz dialects from 
Khopa, Findikl and Pazar differ from each other (Kartozia, 2008: 97), but still represent the same 
language, the same is the case with the gudastviri. 

It turns out that not only the Laz but also Khemshiles (Muslim Armenians), residing on the 
same territory, play the guda, but most probably this musical instrument has been introduced from 
the Laz. However, this should be the topic of further study. 


Traditional Music of Shavsheti (Turkey, Artvin Province) 

Similar to Laz, Shavshetian music is also single-part and melodically scanty (here, too, many 
verses are sung on the same tune). Shavshetian songs are almost always performed with the ac- 
companiment of accordion (musiga as the locals call it). The music performed on this instrument 
does not fit into the norms of Georgian folk polyphony (audio ex. 10, fig. 7). Still, a few decades 
ago these tunes were performed on the chiboni, but these tunes are no more encountered in Tao and 
Shavsheti. 
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Traditional Music of Tao (Turkey, Artvin Province) 

Today song in Tao is also single-part (audio ex. 11), however, hidden polyphony is also doc- 
umented. It is remarkable that the singer Ahmeday Bakhasogli strongly pedals the first step of the 
scale when singing a song, thus creating hidden polyphony. In other words, the impression is that 
he alternately sings both parts of the two-part song (audio ex. 12). Most songs are performed in 
the Turkish language, but the possibility of matching bass to them testifies to their Georgian origin 
(a young Tao man, Onur Sarikaya, carried out such an experiment: he sang the bass part to a song 
while his uncle, Mr. Izir Sarikaya, sang the tune (audio ex. 13). In some examples, just like the 
Shavshetian songs, the influence of the major-minor system is observed. 

I will not touch upon Klarjeti and Fereydan here, due to the lack of corresponding expedition 
materials. 


Acharan Traditional Music (Turkey) 

The songs of the Acharans residing in Turkey are still two-part. This is particularly remarkable 
as it is the only place in Turkey to have preserved vocal polyphony. Despite centuries-long Turkish 
domination, the Acharans have maintained polyphonic vocal music (audio ex. 14). Here I would 
also like to mention that the musical folklore of the village Hayriye, Ineg6l District (recorded by 
Peter Gold and Ahmed Ozkan Melashvili in 1968), which the renowned ethnomusicologist Edisher 
Garaqanidze considers to be Shavshetian (Garakanidze, 1987: 93, 2011: 88-90, 119-120), is actu- 
ally Acharan. Both scholarly literature and personal contacts certify that Hayriye is inhabited not 
by Shavshetians but by those from Machakhela Gorge and correspondingly, their music is Acharan, 
not Shavshetian. Comparison of these musical examples also testifies to this (Kraveishvili, 2013: 
41-42). It should be noted that Ali Mskhaladze (Mskhaladze, 1988) and Marina Khukhunaishvili 
(Khukhunaishvili, 1983) wrote about the Acharan nature of the Hayriye examples, but they did not 
especially focus on this issue. 

If traditional vocal polyphony persists in Achara, we cannot say this very confidently about 
instrumental music. The accordion is very popular here, playing major or minor tonal music. How- 
ever, in 1965 in the village of Hayriye, Ahmed Oskan Melashvili recorded some chiboni tunes, as 
well, some of which completely fit into the characteristic framework of Georgian folk music. 


Traditional Music of Hereti (Azerbaijan, Saingilo) 

Another region that will be discussed is Saingilo (named Hereti from ancient times), which 
has been part of Azerbaijan since 1921. This province of Georgia also suffered much from foreign 
invasions since the 17" century. The population often had to hide in huge clay wine vessels, called 
kvevri, traditionally buried in the ground. Naturally, it would be extremely difficult to preserve po- 
lyphony under these conditions and logically, it has not survived (audio ex. 15). In Hereti, alongside 
hidden two-part singing (audio ex. 16), certain names of voices have been documented (tsiplaank 
(tsitslaank) khmai — upper voice; shuala khma, igrev khma, kai khma — middle voice, and ber 
khmai, bam — bass), leading us to suppose the existence of polyphony in the past. Due to historical 
hardships, this region is distinguished in the scarcity of vocal examples, and naturally, musical 
examples documented in Hereti are mostly children’s folklore (audio ex. 17). 

We cannot determine the exact time of disappearance of polyphony in Saingilo, as well as in 
other regions. Yet, it is a fact that the Ingiloians from Samtatsqaro (the village in Dedoplstsqaro 
inhabited by Orthodox Ingiloians who fled in 1931 from the village of Qoraghani, in the Kakhi 
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District of Azerbaijan) sing in unison. 

As for Georgian instrumental music, it has disappeared in Saingilo, and decades ago was re- 
placed by instruments introduced here from Persia: naghara-zurna fig. 8), saz, referred to as chun- 
guri by the Ingiloians (fig. 9), as well as by the garmoni (fig. 10), introduced here from the North 
Caucasus. In general Georgian music has significantly and obviously influenced North Caucasian 
music, and we think that this explains the “Georgian nature” of the instrumental pieces of Saingilo 
(#27). However, the existence of traditional instrumental music in the past is also obvious, but un- 
fortunately we know nothing about it. Purely Oriental music was played on naghara-zurna. Due to 
the lack of material I will refrain from talking about the repertoire for saz. 


Traditional Music of the Georgians Living in Northern Caucasus 

Another settlement where Georgian vocal polyphony was preserved until the end of the 20" 
century was among Georgians in Russia, more precisely, in the neighbourhood of Mozdok and Ki- 
zlyar. Dimitri Araqishvili recorded songs in Mozdok in the 1890s and in the village of Shelkovska- 
ya (Sarapani) of Kizlyar District (on the phonograph), in 1904. He included these examples in his 
work (Arakchiev, 1916: 116-117; 131-135), and even devoted a separate article to the musical 
folklore of the Georgians living in Kizlyar (Arakchiev, 1916: 121-125). 

In the samples recorded by Dimitri Araqishvili we encounter some phenomena alien to most 
Georgian music, but this does not decrease the degree of the “Georgian tint” or “Georgianness” of 
these polyphonic samples. Unfortunately, our knowledge of the musical folklore of Kizlyar and 
Mozdok is exhausted by these samples. It is true that in Araqishvili’s examples we encounter some 
occurrences less characteristic of Georgian music, though not very often. 

The origin of the musical folklore of the Georgians of Mozdok and Kizlyar is quite interesting; 
Dimitri Aragishvili regards them as Kakhetian (Arakchiev, 1916: 125), However from historical, 
linguistic and musical standpoints these songs are Kartlian (Gigineishvili, Topuria, at al., 1961: 
166). Alilo is documented in both Kartli and Kakheti. As far as I know, after Araqishvili no one 
has studied the musical folklore of the Georgians living in Russia, though Grigol Chkhikvadze has 
included the Alilo documented in Mozdok in the Kartlian section of his collection (Chkhikvadze, 
1960: 452). Indeed, the ancestors of most Georgians in Mozdok were from Kartli, having followed 
Vakhtang VI, the king of Kartli, to Russia in 1724. 

Concerning instrumental music, supposedly it has not been documented; however we know 
that the daira and garmoni were popular. 

In conclusion, as discussed above, vocal polyphony has been preserved in the musical practice 
of the Acharans living in Turkey and Georgians living in the Mozdok and Kizlyar regions (Russia, 
North Caucasus). Obviously, the preservation of this music in Russia was also aided by the poly- 
phonic nature of the North Caucasians’ folk music. 

This leads to the question: how could the Acharans in Turkey preserve vocal polyphony? It 
is difficult to give a uniform answer; however, noteworthy in this regard is Zakaria Chichinadze’s 
consideration that out of the provinces involved, Achara was the last where Turkey gained a foot- 
hold (Chichinadze, 1915: 12, 20, 29-30). 
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Audio examples 


The expedition in which the audio material was recorded by Giorgi and Tamaz Kraveishvili was financed 
by Rustaveli National Scientific Foundation in the 2013-2014 scholarship competition for Doctoral ed- 
ucational programs on the basis of Giorgi Kraveishvili’s grant application “Folk Music of the Georgians 
residing in Turkey”. 


Lazeti (Lazica) 
1. Work song Hey amo, soloists: Ilia Abdulishi and Asmat Tandilava. Recorded by Grigol Chkhikvadze 
in the village of Sapri, Batumi District in 1963. Preserved in the Archive of Georgian Folk Music Labo- 
ratory of V. Sarajishvili Tbilisi State Conservatoire (tape 157 #2) 


2. Heyana (fragment). Work song. Unknown performers, recorded by Grigol Chkhikvadze in the village 
of Sarpi of Khelvachauri District in 1973. Preserved in the Archive of Georgian Folk Music Laboratory 
of V. Sarajishvili Tbilisi State Conservatoire (tape 206 #90) 


3. Song with guda accompaniment. Janer Panlagi playing. Aihan Altekin- singing in high register, and 
Tasin Ojaklu singing in the low register. Recorded by Giorgi Kraveishvili and Nazi Memishishi in Ar- 
dasheni in 2014. The expedition was financed by Rustaveli National Scientific Foundation, based on 
Giorgi Kraveishvili’s grant application “Musical Folklore of the Georgians Living in Turkey” during the 
grant competition of doctoral educational programs of 2013-2014 


4. Dance song with the accompaniment of kamancha (the so-called Laz chilili). Performed by Murat 
Serin. Recorded by Giorgi Kraveishvili and Nazi Memishishi in Ardasheni in 2014. The expedition was 
financed by Rustaveli National Scientific Foundation, based on Giorgi Kraveishvili’s grant application 
“Musical Folklore of the Georgians Living Abroad”; during the grant competition of doctoral education- 
al programs of 2013-2014 


5. Pontic Greek tune for tsabouna from the disk Songs of Pontus. Recordings of 1930, CD 2, #33, with 
the annotation in Greek 


6. Pontic Greek tune for kamanche from the disk Songs of Pontus. Recordings of 1930, CD 1, #13, with 
the annotation in Greek 


7. Acharan dance Shemosarebi, performed on doli and chiboni, recorded by Vladimer Akhobadze in 
1958. Unknown place of recording and performer. Preserved in the Archive of Georgian Folk Music 
Laboratory of V. Sarajishvili Tbilisi State Conservatoire (tape 64 #8) 


8. Rachan blessing on gudastviri. Performed by Shalva Japaridze, recorded by Grigol Chkhikvadze and 
Yvette Grimaud in Oni in 1967. Preserved in the Archive of IRCTP 


9. Kartlian berika tune on gudastviri. Performed by Giorgi Michigigauri. Recorded by Kakhi Rosebash- 
vili in the village of Misaktsieli, Mtskheta District, in 1964. Preserved in the Archive of Georgian Folk 
Music Laboratory of V. Sarajishvili Tbilisi State Conservatoire (tape 163, #04) 


Polyphony in the Musical Folklore of Chveneburebi — the Georgians Living Abroad 521 


Shavsheti 
10. A wedding song in Turkish language with the accompaniment of accordion (muziqa). Naji Altun 
playing the muziga and Mursel Altun singing. Recorded by Giorgi Kraveishvili in the village of Dutlu 
(Svirevani), Shavshat District. The expedition was financed by Rustaveli National Scientific Foundation, 
based on Giorgi Kraveishvili’s grant application “Musical Folklore of the Georgians Living in Turkey” 
during the grant competition of doctoral educational programs of 2013-2014 


Tao 
11. Comic song (balze). performed by Hussein Yazij and Nurettin Eniduya (voice). Recorded by Gior- 
gi Kraveishvili in the village of Yiiksekoba (Kobaki), Yusufeli District, in 2014. The expedition was 
financed by Rustaveli National Scientific Foundation, based on Giorgi Kraveishvili’s grant application 
“Musical Folklore of the Georgians Living in Turkey” during the grant competition of doctoral educa- 
tional programs of 2013-2014 


12. Comic song. Performed by Ahmeday Bakhasogli. Recorded by Giorgi Kraveishvili in the village 
of Bicakgilar (Patara Kheveki), Yusufeli District, in 2014. The expedition was financed by Rustave- 
li National Scientific Foundation, based on Giorgi Kraveishvili’s grant application “Musical Folklore 
of the Georgians Living in Turkey” during the grant competition of doctoral educational programs of 
2013-2014 


13. Tao lyrical song. Polyphonized by Onur Sarikaya (Katsadze). Performed by Izir (soloist) and Onur 
(bass) Sarikayas (Katsadze). Recorded by Giorgi Kraveishvili in the village of Yiksekoba (Kobak1), Yu- 
sufeli District in 2014. The expedition was financed by Rustaveli National Scientific Foundation, based 
on Giorgi Kraveishvili’s grant application “Musical Folklore of the Georgians Living in Turkey” during 
the grant competition of doctoral educational programs of 2013-2014 


Achara 
14. Nanina. Recorded by Peter Gold and Ahmed Oskan Melashvili in the village of Hyirye, Inegol Dis- 
trict, in 1968. From Peter Gold’s LP of 1972: Georgian Folk Music From Turkey #5 


Saingilo (Hereti) 
15. Datireba. Recorded by Malkhaz Nuroshvili during a funeral rite in the town Kakhi (Kaki) in 2010; 
unknown performers 


16. Kalamani and Tsinda. Comic song. Performed by Rev. Svimon Abramishvili, born in the village of 
Aliabadi (Eliseni), Zakatala District; recorded by Giorgi Kraveishvili and Marta Tartarashvili (Tarkh- 
nishvili) in Tbilisi in 2013 

17. Titliin goch, children’s game. Performed by Anzor Katsiashvili. Recorded by Marta Tartarashvili 
(Tarkhnishvili) and Giorgi Kraveishvili in the village of Ititala, Belakan District in 2012 


Translated by Liana Gabechava 
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LeyMonn 1. msbqMHo {yoo. QyZMo3Zb d9doH agbho. BMGBm aoswomgdqmos Jomo) Bobomdo 
(sobs) 2014 Bgemb modob 3Mo3g90d30~mab Bagh 


Figure 1. Laz guda. Played by Bashar Genchi. Photographed by Tamaz Kraveishvili in the town 
of Pazar (Atina) in 2014 


Lyon 2. mobyMo Jodobhe sb Focmoeo. 73M93b JodIsh ag~mdoboa. AMG _oweomgdyemos 
domo) R06e@03e@do (gn69) 2014 Bgemb mod0b 3Mo3g90d30m@mab dogm 

Figure 2. Laz kamancha or chilili. Shishman Ilmaz playing. Photographed by Tamaz Kraveish- 
vili in the town of Fandikli (Vitse) in 2014 
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LyMonn 3. 8mb6 mb dg9Mdbqymo (30dm4y6o http://www.greekfolkmusicanddance.com/instru- 
ments.php 


Figure 3. Pontic Greek tsabouna. http://www.greekfolkmusicanddance.com/instruments.php 


TSABOUNA KYTHNOS 


COPYRIGHT 2007 JOHN PAPPAS GREEKFOLKMUSICANDDANCE.COM 


LeyMonn 4. moby 370d. AIWsMJdqmns Msdsb 3Ms3g90d30~mab dogM 2014 Eg~mb Jomo, 
R06e@n3c@do (3069). 3MI93b yrMe@sb dgboMHo (odsdmeemo) 

Figure 4. Laz guda. Photographed by Tamaz Kraveishvili in the town Findikli (Vitse) in 2014. 
Zhordan Shenturi (Imamogli) playing 
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LeyMonn 5. ogoMyma godmbo http://www.hangebi.ge/geo/chiboni.html] 
Figure 5. Acharan chiboni. http://www.hangebi.ge/geo/chiboni.html 


Lyon 6. Gogqmo g7~@0b}3zoM0 http://www.hangebi.ge/geo/gudastviri. html 
Figure 6. Rachan gudastviri: http://www.hangebi.ge/geo/gudastviri.html 


Lyon 7. ogmMegmbo (den Bayo) 3Mo3b byM|8ab CEQdoM. BMH aowomgdyemos 2014 
B9emb mdb 3Msg390dZ30~@mab dagM dogdgmab Msamboab bg. mgqgdodo (Tepebasi, bombo) 
Figure 7. Accordion (muziqa), Nuretin Demir playing. Photographed by Tamaz Kraveishvili in 
the village Tepebas1 (Ziosi) of Shavshat District in 2014 
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Ly Goon 8. bsmoGo- d47H460b0g56 Igd@_Q9M0 sbbsddern. Jom@mojo gobo 1950-060 Bergdo. 
RBM Imdsbme@s Jo~mbsb byMmd30e@do 


Figure 8. The ensemble of naghara and zurna; town of Kakhi in the 1950s; photo provided by 
Malkhaz Nuroshvili 


LyGoon 9. bobo (B63 90). RAMBO BOSOM aoMMao 3M9390d30~@mds 2012 Ba9eEmrb Jomo 
3o06do, 8939 d9Mmd3Z0~mab mxsbdo 

Figure 9. Saz (chunguri). Photographed by Giorgi Kraveishvili in Pavle Beroshvili’s family 
(town of Kakhi, 2012) 


ys ; 


LyMonn 10. g9%dmbo. 9 3Msg3b 39bo~ damdzomo. AMG aowsomm gamMao 3Mo9390dZg0~- 
ds, 2012 Bgemb, Jocmed jobdo 

Figure 10. Garmoni. Vasil Shioshvili playing. Photographed by Giorgi Kraveishvili (town of 
Kakhi, 2012) 
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JoMHMIsON@Jd™M]S0 dodGHabSH]db qomeagdg6. wo330M3gd0b LogM(3gb boMImoe@agob 
gemasb das, AMAGMHI’3 yragembemayMoe@ smnbadbyds gmosmdab E~rgbobboy~m0 wo Mg- 
magogmo qd3aMgbmdab, MMAM(3@ossmnsbgm~mgdob AbobyMgd0b s~gomo (Lodemm33gemm 
Lobmoa ejemeRmobbysmemb (396Mdo). 

330932 JdyoMgdo 2013-2014 begddo hoGoMgdyeno g4b3ge@o0(300b dobog~mgdb, 349690 
Rohoyomo ~sg30MgZgdabo Es LamMIdabgymo obGyMgZaxygd0b Jgnmeb (BoB 9 Gone M307 
Je9 06G gM304, obogmdM030 KavyQo0 17-~ob 75 6emsd@9). L&oGosdo, 0693MMds68 jdm56 
AH MZoxygd0b Lodyoengdom, g006oem0bgd gemoomdob Empbobboymab dbodgbg~mmdob wes 
RNLA30db doMamdswmo@gdmydbs ~Ws MMIMEZ@ssMasbg~mg]ddo ~s 99 E~ab Joboboomgdgm 
AgbogomyMG Mgoemmodob. Eg{EM@moabbysMmgem ImMbdIQ6|7dd0 Agbogab wobodbymygdob 
AgLBs3emabsmgab s~@sb AgMosdobs (Merriam, 1964) CEs MjbmM AGmob Io~amdgdb (Nettl, 
2005) 39yM@bmso. 

CJEMREMabLbysMmdo Joboygmgdab aggMw@om (36M3gMHMdg6 dogMsbSo JoMaggmydo 
(3do3e960, bggbyMgQd0, obang~mgdo, JoMamgmg|do, ogfoMengdn, Mok39e90), 039039 
— MHybgdo, bodbgda, dgMdbgd0, dmdgdo... sMbygdqema Mgoe~mmeds mobsdgeMM39 g3mJodo 
dod~@absMy 8Mr(39bgdbg (5330M3gd0b Lodyommgdob agodmg|gb. 

JoMagqem gnbmdnbogmemmansda AymoaoyMo qd3aMgbmdgdob Agbago oH oMob dJgb- 
Bogmamo, M373 Logambob sf8qom~mmdosbosb gMmoe@, Lodmdsgmm B3gmg30b bonbGgMmgb~m 
89ML38g48og0b Jdbob. 

bogoMaggemmdo sMbygdqma MgemagoyMo dH03{90Myxz9MM3Z6g9d0 339 boMIMs@agbb Jo- 
Angg9m0 (c. mabagodgoemo, 0. momobody, 6. 898qod30~@0 ~s bb3.) © 4W(3bmge@mo 39(3609m- 
goab ob&gMgbob bogobb. dogsmomese, boJoMaggmm-ayMdgnob bodmgomMb9, ogomMsdo 
d36mgMHgJd0 JMabSobo Eo AQbymdsbo Imbobmgymdob o~egbGmdob 8Hmde~gdgdb gdm3bg- 
do Agno 89mydsbbob IMogomberosbo 330939 (Pelkmans, 2006). bojoMnggmm &Mo@o- 
(o0qmoa Jggyobos, of RAM yo~gg oMbgdmdb obeobs Es qWR3bmb da~gdab dodo. 09939 
EMAMbL, Lobmaseomgds 39H glabsomd~myages ammdoe~mobs300b 8Hm3gbgdb, mMobsdg@Mm- 
39mdab msbde93 Hybw@gb(30gdbo my Imgemgbgeob. 

MMAM(3@SsoMOSbgE~mmdab, Mmamm3 MgmagoyMa AadenbsMgmdob wodoe@gdab mgo- 
(300qMH MoMa~Mose@ 1906 Emob 14 s8Ho~@ma omgengdo (8987540300, 2008). bogoMaggemdo 


a2] 


80MZIEMO MMHIM(3~@soM0Sbge~mgd0 1914 Bemag@sb Ab~Egd006, bmMemm Joma 8oMBg9ma JoMay- 
mo ggmgbos 1942-45 Bengddo yormode@geos. 

MMAM(3@SoMNSbHgE™M]b0 Mogab Mogb ,bobsMgd0b MbBdIgbob gyemgbosb* qbme@gdgb. 
bobgma dmdgoboMgmdb domo dIMbsdbob LoyMegbow~@sb — bLoboMgdo@ob, bme~am IgmmHyJ 
Lobgmime@gds — MHIMEZ@SMNsby~MMds Josbodbygdb Joma MbIQ76AL MQMEManyM ob8g4- 
89 — Lyemobdowgab gobbo3yqomygdqm dbod3gbyemmdsbq (Leyemmdmeg6mdob JMab8os6bg9d0 
SOOZMdNGS6 MMIMER@SIJSMg CEE]L 960465396). 


IQaMEMmmManyMn Bsbsdd~r3gMgdn 

gonbmdqbogmemanob dgobob9d 1950-60-o06 Begddo aodm33ggmam ymb(3938Ggdb dm- 
Gab bogGodm omdmAbes smob dgMasdab asbbsdmgMgQdo. abo go6bdoMSJd0m, gnobmdnbo- 
Brmmmaoab dodsboo ,dybogob dgbbogmo 3ymByModo*. 0d Jow~amded assgMmosbs dvybo- 
BmMEMaoabs Ed gnbmeEmaoab (3696960 Co AybLags Bo(3mdMomdab Ji3g3gomM0 8MHmr3gbgdob 
dgw@ga0@ BoMdmofinbs. AgbLozosemMa ByMBqMo AmdenbsMgmdb boe~mboab Ab myxmdbge- 
B9MMBMHZ0 MOM_SQmgdgdn~@ob, WodImyzne@gaymydgadn~@o6, MEdg7bo@s6 (Meriam, 1964: 
6). BmMaagMa JgdIMbZ930d0, Aqbogob LaddmemMa CosHgZoMMge ofgh eos boBmas~@mg|dob 
MMasbodgoyommdsb sbobosgb. od Mga~mbobMabam, BamByMabs Eo boBmasemgdob obo- 
mobabob, Igbogo se@sdosbgdob bofiagmob asagdab moMgdqmoa bagmbsbyms. Mob~@omeb 
933990, Hd ANbogo ofd6gdo Ms Jomerme yrogMsemdam, 9Msdg9e@ se@sdosbos 439300. 
IgMosdob dabjeEZ0M, ANbLa3s s@odoobab Ji3g3aM0 BoGJamMaoss Co gmbmdybogmemmana dob 
LagosmyMHa Co 3ydsbaGsMyjmo Ja~amdgdom o33~mg3b dob (Meriam, 1964: 13-16). 

ALaogb drmbodMgdob dSMyb6m bgaG®emaz oyommadgdb. Jobagob dDbodgbgemmgebos, oy 
Hs C9HZoMMZs gboggds bombab (36mdagMgQdsdo Mog0eE Agbogob, Mmamm3 Am3gemgbob. 
0d 39MS Ro Goo, Md BD rgagha BymBqMsdo Agbogob dJofbodo~mymo, bmeam Bmangho- 
do 30 dabodsmyMo MaM|dqengds o4gb. Jogs~mamabsmgab: AMeEa~mM|D sdgMa39m@ Ob ~wo- 
gemgob 39% bomdmy@agbosm Agbogob aoMgqdg oMbygdmde, ab domo godmbsGgob Inogoma 
RMMI5o. Jsdab, M30 Igo sbaob BmangMa abemdqM Lobmas~emgdsda Aybogs Iyboge 
IMLEMEM, IoaMsd Job Esdommo LAoGyjbob dfmby Imgemgbse@ s~m430096 (Nettl, 2005: 23). 

dMN6~M bam Agbozob 3mb(39q(300b dgbobgd, dgdega Bosmmg bob aodmogodb: 
» dgLod~me, ob Lobmase@mgdgdo, MMIEgd073 ANLagob Ene MoM {dyemgQdob sbaggog6, Jobo 
36393 (300b dg4dbsdo dbodgbgemmg06 Mre~mb modsdmdgb... oo damboas, Lobmase@mgdgdo 
RIM Axbogab 3m6(39q(300b syoomadgd~e@6g96 wo dgdI~@_a, by39Ge696, my MmammMo oJ6gd0 
dobo sGMadgyGogo. ab 3RMAmM doMageyemns, Gmd abobo xh Agqbogomymo bdmgebgdob 
Ro] Gob babsdg ~eagdosb, dob Qyb4(3oobo Eo MaM{dqmgdob o9OMH]Jd96 wo JgdeEJa, abyg- 
396 3mMb6QgQ@(300b gobbsbegMob, MmIgerdaly MOMAdyYengds 3M GJMoxyIos" (Nettl, 2005: 
23-24). 

A396 agoob&gMgbgdb, Ms Goadsob MbdIg6. ws WosdImM3Zo~@geyemgd9d0 gobbobe3Mo3b 
CAEMRMabLbysMmb DJoMamMdswa@gdgmams ES MMAMEZ@soMOsby~Mms MgIGd0b Agbogab 
mogabgoyMgogob. S{dImaJdqemoe@ob aosdmdenbsMy, Agbagob dabsoMbab goboagdo@ bes 
goobsmobeogh od dybogab dgdImJdge@ob — boembob wosdmgowgdymgdgdo0, Mbdg6g60, mamg- 
dyEMIdJd0. Ab HMo.es bomemse IAymogb6egds goMyggyem0 LadobGoajzob d4mby Lodmgmab 
AgbogomyM obGmbo30sb5 Eo LoSy30g9h HoJbGgddo. 
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grmasmds wegemamabbysmmdo 

CAJEMRmMoabbysMmb DoMamds~@ow@gdgmo Ambobmrgmdob MgmoagayMa MgamM~ao- 
ImbsGHZob AgbogomaMa |MMIgd0 AggboHygabgdo segommdMng DJoMamdswmowgdmyMH 
g3emghogddo dgymgm dobomob. 

gb dmbobrgmds dqmBogqmBqmaymos (qomMaggemgan, mb9d0, Mybgd0, lbmdbgd0). od 
Lodmasemgdsb mobs3bm3gMQd0b 8Mmr(3gbdo sMogMad Logham Aggymgds fodmyyomnd- 
©, dom drmMab, bogMam-bobsmbm Emgbobboymgdo. sdomasb, y3qmobg] dbadZzbge~mg30bo 
gemasmdab wempbobboyemos, MmdgmA(3, domngg abyMMds(300M, Amdo-sbs~m Bamboo ws 
9MO3AMd5O] smdoGJdyemow@ o~obodbgdo (msdMng3m, 89e@oamao, 42 Beno). Jems EMgd@g 
dooh6g30 dgJo-dybomab gobdagdgem Mgmogdo@ ws Bda~s gemoobmsb oMob asoanggdyemo. 
gb JmabGosbmdsdegmoa Mmgmsgdo wo JMobSosbmdob g8m dab Gdob~@sba dmbsbemgmdab 
(36md0g9%]Jd9do Cxysmob&Ma Lobo sMbydmdb. daog0M Log~mm3o3bo Eo dgboboM sea- 
amb bsMdmse@agob doMamdseaw@gdmyMa SHodoMo Es dabo JgdmaeMgba gemosb dasg. 

eEMMbsbboqmob Ibod3Zg6gemmgZ06 Imgmabob boMdmo~agbb dJbLb3gqM8mdgbomgo. 

06Q3MMds68 d0b MEIg6am, ALb3gqM3e@mdg{baMZ0mM ababo: gemoob (md gob) bbgoe@obb- 
30 Bysemmdabagab qbensb do@mmdsb. gbgbos: dgamab qdommgbdo fodemgd0, bsa~mm- 
do, ZoEoMAgjbos; AoMEo sdobo, gmosb MeEaM|sb39 Eo HMos@ai3o0qmoe@ bnbm396 sdabwob 
JoMaZob, BIMaMEM|Medsb, JIZ0EMddb... SEZOE™MMdMng{0 DoMaMIs@n@ |dgm0 bodIm3~@9- 
mm 8oMab Csdmjzo@gdyemgdom — AbLb3gq9M3e~mdqboMBZ5 of oMab LogaMm wes M3gmabagab 
Lombm, doaMmsd o3Mdomgob CHM joes Co XM bombo sdobmgob Abs@ 0M oMob. 

Zodmgambyma doMamdsene@gdmgdabsmgab  bogemogob dgbom3ge — gmmoobomgob 
ST(ZOMIJSJMS. HM@Oazoymoe@, 3eM0396 (30306b, o6 dodo~mb. ,dggmoaw@eb dobbg3b, y39- 
(MS 3OMd30d (30306b Gs Mbsb My oMs, Jods~Mb donbi3. yrmdgqMbgmdob EMMbs(3 Mgd- 
ROMISM) MdZ0e@ a0dmMbgMes bredg dgboboM bofmbgmb wos da~omes dagmo bLogy«moab 
493M9d9 Ed gogo..." (MsdGogm, 3ge@samao, 42 Beob). 

Logmogo, qdgGgbow, gemoob dmsdg o8yo3m, dgqdmb bobomam qHMyAbs396 wo 
309396. LoJq0Qme, daMamse@se@, 03M0dg9d096 grmosb Lo~mm3ogob 43gdImm IegdoM) Hyg- 
do, OBma0 GHosdMsdeq 03 Ja~@ab. Bman seob bobmmab Eosbobmgdse, Jgbomfdgmoe, 
Lodoemmdemose@; Lobobomoab 3764(309 sgabMos ImbMeEa~m 3mre@gb, dob sbe~mmb oby939 
Cad boSgMab bg, GmMdAGMmdH|(3 03039 Iemr(33g~mgd0 LyM3amoab Jgmdobsb g|AMoe@ bog- 
Mgodb 069096. sbgmo bo SgMab bg960 LofoMagg~mb 693% gxymbgdo a3g63e@g9d0. Lobmgmb 
JAHIobQaaL a3ggMe@am sbhagdg6 MmamM3 JoMaggengen, obg39 — bedbgdo (gMgg6ab wo 
Boom gob), Mybgd0, agboe@o JxyyHogoo. 

M3 Iggbgdo Agbogob, MAmamM3 abH MZ0ygd0~E@06 ws 3Bg9Mb] gmbmaMmMogoymo 
05330M39d0E@96 fobb, 0d EmgbobLboyemb 0M sbobosmgdb Mond] gobbo3ymmMydqema bod- 
MgMo-Logommdmgydno. od gGodbg Agdmgab q(36mdno ab®MMayema BoMmbsyemab Loyfomo. 
AmMamMhH3 Bgbo, gmoosmdob msdabaggobsb, daob 6399 deEgdsM) JoMamdoswmowgdmyMm 
GodoMdo AgbMymgdqm mgnabdbobyMd0bq yegmb Jomamqma GBMowai3oqmo bogo- 
mmdmgdo, bream dob aoMga — o8~@oa30M0 Ed DIG bbsaMa Abajo, Msdegbo YayR0(3 
seab gmosb Imsd 7 boJg0Q3me@. 404 S93M05 aoMdmba, ByMbo... (3m Ho obgmo, Jeodom 
Aboge, doamsd mabo-bymo gojob IgM] goMas@ Jowob* (93930, dbs G30M0-ImJobeo39, 
48 Bemol). 

abg39, AmamM3 LojoMaggemmdo aosdoMagqm Lb6go emgbobboymg|dbq, gemoomdsb9(3 
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Dbadgbgemmg96 Lobsbsmdob BoMdmo@agbb Fa~@omds, Mmdgemaiyz, HMowai3oyjmoew, &yMbo- 
bo @o Emmab Mmobbegdam LHAAMO Jd9. BEmggobegm gmoomdob Logsbagdme JoMmmoa~gcb 
(b0d-)0) ImE{gAqMO Anba3mbyd0 0e3mMI9de@b6g6 (oroomiog. 1). 

0693MMd568 d0b (36md0M, gemosmdab Emgbobboymab ombadgbabob, Agbogob wowo 
Dbadgbgemmeds ofgh, Mo~@aob ob godmboGo3b drd~mm3ggmos gobbymdob, Ergbobboymoab 
bobsmamb. 


Logoemmdgngdab babgmdgdn ws Agbagab db6ad3z6gemmds ~egemMyAmabbysMmge~ 

MMHIM(3~@s9MNds6gemgddo 

MMHIM(3@SEMNSHIMOS MgmoagayMo ImdmgMgdab mobobdow, aboba gdaxbgd006 Mg- 
Magonmo aMdbmdgdob gsdmboSgab GHMow@ai3o0qjm BmMMdgdb. LoobSMgbms wgemeyRmo- 
LEyoMmda d36bmM3gMHgJd0 MMAM3@soMnsbg~mgdob AbobyMgd0b Agbogo, Jobo LAMyJHqMo, 
AbogomyMa g6o ws MogabgdqyMgQdg60. ImJdge@gob my oMs Mo0d9 dgJoboddo od Agbogob 
dg Jdbabob? o63MMds6Go MMHIM3E@09M0sbgm~mgdab MJJom, Joma 3Mbygbos 9% Amambemgb 
S3GMMJdaLa96 Mondg gobbo3gyoMydqema 8MHb3038g9d0b CEo(330b. ,IM(3gdjem0 a3043b &9- 
JbL&o wo 09 ba8y390%9 dgadmgds bgdabdagMds Aggbaobds wobgMmb boas~mdgemoa, Hm- 
amMMa3 EogbgMabgdo — aoGoMoby), BoboyMdg, my qbes yeoMbo3b473... Msdg’3 ors 
Gd MMAMMa3 es, ImogeMoo bo&y3gd0..." (696s dagmeyMo, IMI~M|Moeno, 42 Beal). 

CJEMRmabLbysMmgmo MMIM(3@soM0sbgemgda0b dLobyMgd0O]q Logs~mmdmydo 998)9- 
Loe go8omMob mobbmgdom yogmb. abobo moamn3yqm-bo&MmR0smm, MmMIsbGogymo 
JMR 9MOM, JocmodyMo (@obogejMo) L&amab Ig@mmeEdIMs Ed WIyo~m, MIAMMabS~E- 
do 85GGB0Z0e JodsMayma ByJLOgd0m bobosmegds (sjeomdog. 2). AbsbyMgd0d9 
06939 LHAmeagds Labng7bsGmMMob MOGIQm-dIgmmeoyM yRoayM]dbq sagoyeoa bod- 
MgMo-bogsmmdmg|do, IMAZc~mob of Hoqma hoMaymmdam. gb bodydgd0 boJoMmggemmb 
L6go@obb30 Moambob mobsdg@Mmg9 bofmMba~mm Agbo3zab dbasgboo (sy~omdoa. 3). 

CAEMBEMoabbysMmdo, Jowocagdobsb bay3gbo LoyoMmeE ,odmbdIgdb“ (gJb39e0(308, 
2014), md 80M3ZgMsE, MEI76sda AmMbLgmobob, dobby] y3ggmoby JgGoe@ LomM|e@ aocmmdsd 
AAMAJIg@: ,-(39 M349 JgdIFIM‘ZIMES wo (344e@ bobosmbg Zoyo30, Bxybdgb~o ao~mmdsb. 
05330MZ9d9b MMd 39G9M]d, YIMogemgbrdo oddmdb, Mmd gommmdsd odmJdg~@o Agdbq3-—. 
Zom~mmdoda CEa~@n domss, 03039 MIQGMOOL Lo®y3e0 ImAdg~@gob. dg 394966960 bme~rdg wgdb 
© dIZdL — AM3Z9 ABabSGom Mmd o~MM(3mMM — 96 das~mMdgm, 06 EAQMaMAL La&y¥3o o30mb- 
JO. ACMMds Ms Mab 030? MM3Z0 AmMbys3qdqyer Joomb 3damg|d0 oH oJgb Co yFoMb gfode, 
Roobmdb bmemdg fondo 84MHb, md foymodmb, obgo ao~mmdo3 — a3g6doMgd0, md fAiggbo 
aymgdo aoobboob“ (bx9(39bo agdnmo, 48 Bemol). 

MMHIM(3@SSMOSHIEMO A6qMMISH8 d0b asbdIoMB dom, Jommgob asemmds Fomdmoe- 
ag6b: 5) mgnob LoGygeb, Gmdgmbes3 ~Caw~a domo ofgb, 3) mdgMaab Jgdo-~@oe@gdob “yd- 
Bodgbgemmgo6gb Lodvjoengdob. 

AMAMMH(’Z OMdoEMnd, MHIM(3@S5oM0sb|mMOsd ILMQCmom AnbozomyM IMHoJGogodo (396- 
AMomyM yooMb FoMdmo~@agbb amb3gemo. segommdmog MMAmM(3@osomnsbgm~mgob dJooshbo- 
0M, Hd ob dygbogze, MmMAgmb3 dbobyMydodo aygbgdg6, WogogdaMgdqemns LoEmMm|e amb- 
BJM. MYI(39, MMAMMH(3_ 5330M39d00 (3bo~@YymM, Jomamgab gb 3e3doM0 avymobbdmdb 
09 yobMabagob wodsbobosmgdgm dobmeme bLa®y309M ob3g4Gb eo dob jogdomMo oH o4gb 


AgbogomyMH 3oGJanMogdoo6. 
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ob 336980 

CAJEMBEMmoabbysMmb dImbsbmgmdodo Msd~e@gjb60d9 Lobob MbI76s-boMdmeagbs wo Anbo- 
32MM 8MHo04 G39 BoJboMe@gds. 

y3geme'dg dyoMa Es DobmdMagos gmoob bLobdobeob (36940 ws IbLb63g97M38mdgbomgo0b 
SN(ZOMIJICMMdd. gh MOGyWomo o~odosbydb g0%33zgqqm~m Zo~megdqmgdoe@ doshboom ™3- 
Megdabs Es Mgmab bobsdg, Mo(3 Jom IMIsZ0EM0 BIMAMeEMY|mMdab MEAgbobs ws odge@b 
g3039dbL. smbobodbsgos, md gh wosdmgow@gdyengds, qVIAHgbow@, IoMmmdsenw@gdgm 
o@sdoosbgdb aooiboom (asM@s Ms9e@96099 dmbsy3abs, MMI d07(3 ALbgqM8endgboM30b 
HMseaioyemo Jgabgdn@sb asdmdenbsM) 03909396). 

gemasmdab daodg bsMdmeagbama AgbogomaAMo LogMgmy aobsoMmdgdqymos wE~rg- 
bobboymd9 bLofJomaggmmb Lbgo@obbgo gyymba@eb Aobymo o@odosbgdob bodMogmam, 
AMIM|S0(3, HMogabmogoe, gobbb3gogqdyem0 Anbozo~myMa agdmgbgdobo wo bodydgdob 
JoGhoMJdemgQd0 oMasb. agoMeo MsdeEgbadg KayqQabo, MmMI~M|d0(3 YM(36emoe@, Lbgo@obb3s 
bogMogab mobbemgdom (ben, gZoGoMe, comenn) obMyemgqd96 80GMomBqm, boboy- 
B0M qm LodmgMydb, FoMdo@os BsMIMEgZ {bom Imd8qmoMamoa LoghS|MseEm Lodegmygda0 
(606 Abgod9, Kayo 306n), HMdmMgd073 ,IMAMM(339™Oo" dobJobgd0~@sb gJMAMEMmyemsco 
Joga eo FMI ,bLobmMMyen™ g394 Hb 6oMIm{dbob. 

gemasmdab ombad3bs SHMoea3aymo ao~mdab bobam, dbmame domMamdswow - 
demgM ggemgbasdo MosdabaggZ0b 99 JgboMAybgdqemoa. dgbbogmamo dobomes 03 bobsmbm 
eEMMbsbbsqmby eo oM(3 MQmogayMo qd3aMgbodab dbobyM7d0bq 0M oge~mgbb ygo3domb 
AMoEo ayer AnbogomyAM BqmB_Mobmsb6 ws CsdmMyjzo@gdgm 8emobGow@ yommodeogds. 

CAJEMBMabLbysMemdoa A36mM3gM{d0 MMIM(3@s9MnSbg~mgQdabLomB30b gL CEmgbobboym@o 
© Jobo msbdeEgg30 94G03mMdgd0, Jomo sbs~ma MbAgba@sb asdmIg~nbsMy, gowy(3bmgdqmoo. 
cmadob mobobdse@, abobo 0M b(39996 moy3o06b 93 ga Bdob~@sbb. Mgmosb, Mmd MdQMo- 
m6 QMongMamdobsngob oMobsoMa IAqosdog~mmds 0M LgoMe@ gd0M wo sdageMo dg~@d9- 
BO ,r@osdosbyMn* wWobodoGgdoboaob Mogobyymgdo sMosb. gmoomdob wemgbobboymb] 
dggMJd0m0 doMamdsonegdgmoa Irdemm3ggmgdob dbasgboe, Lodmgms-boasmmdmydoab 
IboG\3Myemo maMgdyengdab HgombodMabam, Jammsbs3 goMyggqemo 06eEnyzgqM7OSqje~m- 
do 3em0begds. qbdg6g6 ws A~mgMosb y3g9m0gQgMb, Maba bLodyjoemgdo(3 dog(39d9m. 

MMHIM(3@SoMOSHIEMOMd Loasemmdmg|do (Gmdemydbs(3 dg ®gboe ogGrMgQd0 shHyjeng- 
396), SBJOMMOS 269990MM3g9 LoJmMbaeam Mgd_gMByoMabs wo LoghSMsem Ladegmgdob 
068mb9(3090%9. gb bodjdgd0 LGomames wes AybogomyMHo gbaw bogMm bLodegMgdobao6 oM 
ZobbLb6g03@ do. gh mogabgdqMJd0 MMIM3@sMnsbgmO Aybogob 3mb(399(300b gMa-gM- 
HO dobsbosmgdgemos. CJOEMRmabbysMmgma MMHIM(3@s.Mnsbgemgd0b Loags~mmdgmme &J- 
JbLgddo se@sdosbgdo0b Lymogma aogoMeggdabs wo JMabSyb dagm bb6ob odgens obsby- 
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Dedoplistsgaro district, a “free province 
diverse religious and cultural streams today. 

This paper aims to discuss the folk and sacred music of a specific multi-cultural settlement. 
I have focused on the traditional, Orthodox stream and a relatively new religious stream of Pente- 
costals referred to as “Baptists” by the local Orthodox population. The observation area was Mount 
Elia, which hosts the annual celebration of Eliaoba (St. Elia’s Day), as well as also being the ser- 
vice spot for the Pentecostal religious minority (they also possess a meeting house in the centre of 
Dedoplistsqaro). 

The research is based on materials from my 2013-2014 expedition. I use the method of in- 
terpolated observation and in-depth interviewing (about 20 interviews were recorded, in the age 
group 17-75). In this article, by means of interviews with the informants, I analyze the importance 
of the celebration of Eliaoba and its function for the Orthodox population and for the Pentecostals, 
as well as the musical situation characteristic of today. I apply the approaches of Alan P. Merriam 
(Merriam, 1964) and Bruno Nettl (Nettl, 2005) to study the importance of music for the believers 
in Dedoplistsqaro. 

Alongside the aboriginal population, migrant Georgians from Pshavi, Khevsureti, Saingilo, 
Kartli, Achara, and Racha as well as Russians, Armenians, Greeks, Roma, and others all reside 
here. The existing reality allows us to study ongoing processes. 

The music of religious minorities has not yet been studied in Georgian ethnomusicology; 
alongside the topicality of the issue, it also creates an interesting perspective for future research. 

Religious diversity in Georgia is already the topic of interest of Georgian (D. Tinikashvi- 
li, M. Ghaghanidze, N. Papuashvili, etc.) and foreign scholars. For instance, Mathijs Pelkmans’ 
long-standing study is dedicated to the identity problem of Christian and Muslim populations re- 
siding in the Georgian province of Achara, bordering with Turkey (Pelkmans, 2006). Georgia is a 
traditional country; reluctance to accept the new and unknown still exist here. At the same time, 
society should not resist globalization processes, modern day tendencies and situations. 

14 April, 1906, is considered the official birth-date of Pentecostalism (Papuashvili, 2008). 
The first Pentecostals appeared in Georgia in 1914, and their first Georgian Church was formed in 
1942-1945. 

The Pentecostals call themselves the “Gospel Church”; the name comes from the foundation 
of their belief, the Gospel, and their second name, “Pentecostalism”, points to their theological 
emphasis — the particular significance of the Holy Spirit (the Christians celebrate Pentecost on the 
fiftieth day after Easter). 


in the eastern part of Georgia, is characterized by 


Methodological Prerequisites 
Among the well-defined concepts of the 1950s—1960s about ethnomusicology, Alan Merri- 
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am’s definition has proven to be of seminal importance. In his definition, the aim of ethnomusi- 
cology is “to study music in culture”. This approach has united the emphases of musicology and 
ethnology and has shown that music results from the behavioural activities of mankind. Musical 
culture arises from people’s worldviews and values, their relations, and beliefs (Merriam, 1964: 6). 
In some cases, music has a symbolic function and reflects the degree of the society’s organization. 
In this respect, in the analysis of culture and society, music serves as a valuable tool for the under- 
standing of human behaviour. It becomes gradually evident that music is created not only by sounds 
but also by human behaviour. According to Merriam, music is a category of human behaviour and 
the ethnomusicologist studies it by social and humanitarian approaches (Merriam, 1964: 13-16). 

Bruno Nettl is of a similar opinion. For him it is important to consider what function is as- 
signed to music itself as a phenomenon in people’s cognition. “Obviously, all cultures regard music 
as at least minimally valuable, but to some it is supremely valuable, and to others a more or less 
necessary evil. For example, the Blackfoot people traditionally believed that they could not live 
without their songs, for these were a major component in the relationship of humans to the super- 
natural. Members of certain Muslim societies in the Middle East like music but may worry that 
there is something wrong with that state of affairs and thus relegate much of it to low status” (Nettl, 
2005; 23). 

Bruno Nettl formulates the following hypothesis on the concept of music: “The point to be 
contemplated is that perhaps societies do not first develop the concept of music and then decide 
upon its attributes but, rather, faced with the existence of musical sound, accord it function and 
thus value, and then proceed to build a definition of the concept, using value as a criterion” (Nettl, 
2005: 24). 

It is interesting to find out what type of beliefs and relationships determine the peculiarities of 
the music of Orthodox Christians and Pentecostals. Proceeding from the afore-mentioned, in order 
to understand the contents of music, relations, beliefs and values of the creators of this music — peo- 
ple — should be analyzed. This triad is clearly revealed in the musical intonation and lyrical texts of 
the songs with certain semantics. 


Eliaoba in Dedoplistsqaro 

Musical forms of religious self-expression of the Orthodox population in Dedoplistsqaro cor- 
respond to the sound material heard in local Orthodox churches. 

This is a multicultural population (Georgians, Ossetians, Russians, Armenians). In the process 
of cohabitation, a number of common customs have been formed in this community, including 
common folk festivals. The celebration of Eliaoba is the most important among them. According to 
my informants, this day is celebrated on a greater scale than Christmas, New Year or Easter (Tam- 
riko, 42, a teacher). Elia is still regarded to be the deity of thunder and is identified with Christian St. 
Elijah. The consciousness of the population holds a dualistic image of the pre-Christian deity and 
saint of the Christian epoch. Mount Elia is the place of worship and for offering sacrifice. 

Sacrifice is an important element of the celebration. 

Orthodox informants believe that with this sacrifice they thank Elia (or God) for various mer- 
cies such as children admitted into high schools, baptism, and survival. Apart from these, Elia was 
traditionally asked to change the weather, and to grant well-being, and peace. In the opinion of 
Orthodox clergy, there is no need for sacrifice and God does not approve of it, but a certain period 
of time is necessary before its prohibition and people are not yet ready for this. 
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The interviewed Orthodox population believe it is necessary to sacrifice animals to Elia. Tra- 
ditionally, a young goat or a rooster is sacrificed. “I remember from in the past everyone would kill 
either a lamb or a goat, or, at least a rooster. Even in the time of collective industry, the chairman 
would make a list of the animals to be sacrificed and then the village would gather and have a feast” 
(Tamriko, 42, a teacher). 

The animals are usually taken to Mount Elia. Participants singe their foreheads with candles 
(slightly burning the fur with a lighted candle), and then the animals are sacrificed. The feast usually 
takes place in the forest below the shrine. Some people do not even make it to the chapel; some go 
there to light candles, make wishes or express gratitude; usually a large rock has the function of a 
candleholder. Close to the rock, there always grows a “wish tree” on which the pilgrims tie coloured 
strips of cloth and make their wishes. Such “wish trees” are encountered in many places throughout 
Georgia. The candles are lit in the vicinity by Georgians, Armenians (from Yerevan and Tsalka), 
Russians, and Yazidi Kurds. 

As for music, from the interviews and field ethnographic observations it is evident that no 
special songs and chants are characteristic for this celebration. At this stage, the picture of the past 
remains unknown for me. As a rule, at the night vigil of Eliaoba, Georgian traditional sacred hymns 
are chanted during the divine liturgy in the Orthodox church on top of the mountain, whilst outside 
the church, music of many genres can be heard and many groups of people climb the Elia mountain 
to have a feast there. “Much of garmoni zurna...music is heard here; a rather plebian sort of music, 
but it is perceived altogether well after four or five glasses of alcohol” (Akaki, 48, artist-sculptor). 

Wrestling makes an important appearance at Eliaoba as well as at other celebrations in Geor- 
gia. It is traditionally performed with zurna and doli accompaniment. This year, Eliaoba was held 
with the accompaniment of the musicians from Kartli (Khashuri) (audio ex. 1). 

As informants have told us, music is very important in the Eliaoba celebration, as it expresses 
the disposition of pilgrims and joy of the celebration. 


Types of Chants and Importance of Music for the Pentecostals in Dedoplistsqaro 

According to the teaching of Pentecostals, they dissociate themselves from the traditional 
forms of expressing religious feelings. The music of Pentecostals in Dedoplistsqaro is interesting 
in its structure, musical language and peculiarities. Does any mechanism work during the creation 
of this music? As informant Pentecostals say, their confession does not oblige the authors to follow 
any particular principles. “We have a special text and any of us can compose a chant on it and ac- 
company it by any instrument: the guitar, panduri, if one wishes, even by percussion instruments... 
Just as one wishes. The words are what matters above all...” (Nana Udzilauri, 42, a singer). 

The chants of Pentecostal worship services in Dedoplistsqaro are usually performed with gui- 
tar accompaniment. They are characterized by a tint of lyrical-love, romantic, urban (Western) style 
and simple texts addressed to the Lord (audio ex. 2). Song-chants constructed on the rhythmic-me- 
lodious textures, with the active participation of the congregation, are also performed during the 
service. These examples are similar to the contemporary wedding music heard in different parts of 
the country (audio ex. 3). 

While preaching, the priest publically “verifies” (expedition, 2014) that when he was a new 
believer, chants had a most powerful influence on him: “When something nasty happened to me and 
I was in a bad mood, I would listen to chants. As I see, many people assert that chanting affected 
them, too. Chanting has great power; the word of God acts through it. I always tell my sisters and 
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brothers, when you want to pray, chant or just read the word of God. The chant is like when an 
elderly lady has no teeth and has difficulties while eating, and she soaks bread in her tea to swallow 
it easier; the same is with chant: it helps us open our hearts” (Temur, 48). 

As Pentecostal informants say, for them chant is: a) God’s word of great power, b) the most 
important means for lauding the Lord. 

It is known that gospel is the central genre in the musical practice of Pentecostals all over the 
world. Local Pentecostals believe that the music applied in divine service is connected with gospel; 
however, observations have shown that the verbal aspect characteristic of this genre is not connect- 
ed with musical categories. 


Conclusions 

Several kinds of beliefs and religious views are manifested among the population of Dedo- 
plistsqaro, along with several kinds of musical practice. 

The most stable and widespread amongst them are the notions of Elia’s sacredness and of the 
necessity of sacrifices. This ritual is perceived by the population as a duty towards the deity or God, 
and it helps them to preserve belief and hope of their future well-being. It is remarkable that such a 
relationship is most characteristic for the Orthodox population (apart from several old persons who 
practice sacrifices proceeding from the traditional consciousness). 

The musical diversity represented on Mount Elia is caused by the large number of people 
frequenting the celebration from various climes and corners of Georgia. They naturally bring dif- 
ferent musical tastes and patterns. Apart from various groups who perform patriotic and love songs 
live with the accompaniment of various musical instruments (panduri, guitar, drum), popular stage 
songs (Nino Chkheidze, group Bani) are also represented in excess, sounding simultaneously from 
the cars of the “pilgrims” and creating a motley “sonorous” effect. 

The celebration of Eliaoba in the form of traditional chants is preserved only during the night 
vigil liturgy in the Orthodox temple. Materials obtained from the public celebration, as well as from 
the services of religious minorities, do not reveal any links with the traditional musical culture and 
make up an independent layer. 

For the Pentecostals residing in Dedoplistsqaro, this celebration and its surrounding activities, 
according to their new beliefs, are alienating. According to their dogmas, they do not worship any 
of the saints. They consider that they do not need any mediators in their relationships with God and 
that they are free from such excessive “human” additions. Just like the other pilgrims gathered at 
Eliaoba celebration, they reveal a certain indifference towards the artistic value of songs and chants. 
They just listen to or sing everything that they are able to. 

The chants of Pentecostals (which are mainly performed by the authors themselves) are built 
upon the intonations of wedding repertoire and stage songs. These samples do not differ from 
secular songs in their style or musical language. This peculiarity is one of the characteristic traits 
for the music of Pentecostals. The texts of the chants of Pentecostals of Dedoplistsqaro reflect the 
spiritual suffering of the humans and the hope of their salvation by Christ. Songs performed with 
the accompaniment of a synthesizer are an exception. These songs reflect praise in their contents, 
and their tunes are quite merry. By the opinion of Pentecostals, music and chants serve to express 
the relationship of a human to God, which, as they believe, is individual and must not be restricted: 
“During the times of psalm-singing David there were no guitars or synthesizers, but he praised the 
Lord by all means and with all musical instruments. For us, too, it is the most important matter to 
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reach the Lord with our hearts and to praise Him in various forms” (Zeynab 64, pedagogue). Genre- 
wise, style-wise, and performance-wise, the alteration of different samples creates a non-homoge- 
nous, multi-cultural, multi-stylistic musical picture. 

Apart from my interviews with the informants, the importance of music is also emphasized 
by the fact that, at the services of Pentecostals, religious songs occupy much more time than the 
preaching. At the same time, the music represents for believers the means to attract the congrega- 
tion and to keep them in the church. 

Due to the analysis, the similarity of the Georgian Pentecostals to the gospel musical stream 
is evident. In both cases, the verbal texts and musical intonation with its emotional load is directed 
right towards Christ. In the Georgian texts, phrases characteristic of modern lyrical love songs are 
apparent. For instance, J want to touch you, My life, I love you, my dear. In the musical reality of the 
Georgian Pentecostals it is alien to express oneself emotionally in overtly physical ways (dancing, 
swinging, clapping, tapping). The music of the Pentecostals of Dedoplistsqaro in most cases rep- 
resents the compositions created with the use of the modern city and stage music (mainly abiding 
by the repertoire and manner of the popular singers, Pancho and Otar Ramishvili). 

It can be boldly affirmed that for the Pentecostals of Dedoplistsqaro, chant constitutes the 
following forms: 

1. Merry songs and chants created on the motifs of wedding music, accompanied with a syn- 
thesizer (keyboard electrical musical instrument, for example those produced by Yamaha) (audio 
ex. 4); 

2. Samples based on the style of city love songs, accompanied with a guitar (audio ex. 5); 

3. Songs and chants authored by a single female member of the congregation with the accom- 
paniment of the panduri, with more or less individual musical intonations and an authentic manner 
of performance, which is different from the impassioned emotional expression of the guitarists 
and synthesizer performers (audio ex. 6). These chants reveal more proximity to the modernized, 
authored samples of the folklore of the Georgian mountains. 

All the chants are performed by solo performers, and the congregation participates in the 
singing only spontaneously. 

It is remarkable that the male guitarists, commissioned from Tbilisi, stood out with their per- 
forming and improvisational boldness. Apart from the performance of songs, with the permission 
of the chief priest, they preached to the congregation, too. Novel religious thinking and the process 
of globalization together cause such peculiarities in the music of Pentecostals. An important prin- 
ciple for Pentecostals is to adopt ways that are well-comprehensible and admissible for the people, 
whether in preaching, gospel reading, or chanting, which naturally leads to attempts to elaborate 
modern forms. 

The observations presented in the paper are the first attempt to study the domestic life and 
musical culture of the multicultural society in Dedoplistsqaro District. A fundamental study of this 
topic will contribute to the knowledge of religious-cultural changes going on in Georgia. 


Notes 


' “Free province” refers to Georgian provinces that historically were not governed by feudal rulers. There 
were two such provinces, Svaneti and this one 
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Audio examples 
Expedition materials of the department of ethnomusicology of Ilia State University 2013-2014. Dedo- 
plistsqaro (Kakheti, Georgia). Preserved at the audio archive of the University 


1. Wrestling. Performers Shota Kharazishvili (do/i), Sharibeg Tepnadze (zurna), Gocha Mgeladze (dudu- 
ki). Village of Klevi, Khashuri District 


2.1 am not afraid. Ruslan Tsintsadze sings and plays the guitar 

3. How great you are, Jesus. Genadi Geladze sings and plays the synthesizer 
4. Glory my soul. Genadi Geladze sings and plays the synthesizer 

5. How can I say thank you. Ruslan Tsintsadze sings and plays the guitar 


6. Don’t get Sad. Nana Udzilauri sings and plays the panduri 


Translated by Mikheil Gelashvili 
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OINIGS VIILSASI 
(LdISHOIBILY) 


LOGMGbANL 6NL BNNIMALM3I99 ISMNIIS IILNGIVIM BISSLMEIN 
(S835 VS GdLN196 QOBHBINMHISILN MNGISVISN) 


Lagmabemab 69 gMm-ghao qd3gmgbo dammemmagdss, HMIGma’3 Jsmgxmamb y3Zgqmo 
bsmbab dammemmansda gagqmomygdob. gb Gabo es dobob wsdozogdoMgdgem0 bLoddmemm 
Logo@obbgo bab xodgddos aobbbgqmgdqmo, aodmdenbsMy odo my 0d Jggy6ob gRemmmMob 
mogabgoyMgdgdo@ob. 

JoManmo danmbobSgdow@b gmbmaMogaym Mygsmmdsdo bab 3aq_mBob Lobo aow- 
Imbyemo Laygm3beob bab Loddmenm dbg¢gomogh BmmyzemmmMoab y3gmo CEoMab, dom dmmab 
AgbogomyMbs3, Loe@o(3 Lagm3be@moab bge@ dgodmgdo dmagggcmobmb dbs, 3000, oemae, 
30g2Mm0, MbaMO, ZoMEN Ed 09/3 3O (dmbos, 2004: 492). eM|3zs6be@gm Imbbybgd0do gob- 
d796MJS oe~mgob 67g ws Dob JoMaymo AgbogomyAMa BmmygmmMab ymbGyJL&do aob- 
Z0b6n™Md3. 3(3@0EMMS, (930E306—M, Hy MMdAgG~M MoGwyomgddo goayMoMydb oe~mBgob bob 
Loddmmm wo Ms ES8H30MMgab dJfmbgo ob. 

ILmgmomb wow Mgmagagdbs Eo ods my od ghab qdggmgb Mbdg7bo-boMdmeagbyeo- 
do sMbgdmdb dnbeEs domo, MMdgma’Z M3mModgdMagZ0 sMbgdgd0b bLogbm3gMmabb bsMdmoe- 
ag6b, dob (3968 Mdo jo bagm3bemab bgo odmbMeEomo. 439075396 99a30M bab Lbgo@obb3e 
gZobbmdamgdg60 ofgb: ogo oMab bLodysMmb (3968M0, (Gabo @~o Dobob dozogdomgdge~o, 
BzsObsgmgyemo, MmamMy abd J439d~M bLagmMme@sb O9d—M bo3gqMmgd0b396" (g0360d9, 2007: 
32): BmMaRgM ob MgZmogdgdab wodsegdob bog06g@o(3 drmoobMyd9, Jogosmomse@, 93308 h4- 
Ho dommemaoab dabgw@30m, Lagm3bemob ba@eb (69, AmdAgmda(3 Lagm36erg eo bo33- 
Cams ws(34j~moa, Io (3gzyen0“) 0030 Bygomse@o M3mogd960 mboMaba wo obo@s', dyeo- 
ab&qjMa MbAgbaM yo — Sqeo. Abasgba MgmogdMng0 do~mns WobsGymo smdmbogemgn 
bogoMaggemb daagemme (36mdngMQd9do0, dom MyemagoqM Lob&gdodo, Hmdm~moab (3968Mdo 
ImAggyeno bg LMM e@ om~mgob boMdmo~@agbb. 

DHyMo~mds Msdob Abg63gcmdo Jgbobodbsgo@ ao~dmbi3o gh bodyoMm, Mmdgemai3 daob 
390dM(3909db gdyoMgdo Es qdZgm~m bo BbsMIME@|A {bgd0b sbsMA3Mmo0: ,Jmoby) (3b6MoMBZo~m0, 
Sgea.y®gbgemo, Vob6gq9Mdodxgbomoa (3abg ~aob. of oMob Mgmab goMa: mMJM~b GobGbg 
ImMHagg MdIgMON bob Es MAMMbsgg doaggdb dMogb. 0439 each Jggbg6gemdo ggb3aoe- 
gZdqmo oemgab bg, MMI~ab b3g9%do mAMmb (36M939(30 Iyd0 Sza@0s. se~mgab M&mgdb]J 
»yqMgese@ bobs &Mgem0", MgnMdbMasba Mgmobdgo~m 960 Lbg@sb, bmam dob yBgb3qddo 
33003900b 3gdo-byoMm Adga3b. 3qgdo-bysMmb MgmogdMag0 39dod0 ds9GMbmdb. (3oba~@eb 
BysMmdeog, ,dobo-dab" womMsbo fowab. 9d WsMsba~sb AmdMsmdg6 39Mb33ms3m aobdobob- 
agMgogem0, gMOdobgMab dmw@g-Imddg m3gmabd30m9d0%7. 

bodysMmb 9b bLymemn asbbbgqmgdqmos MoS qjomgddo, Mmdmob EMMbs(3 begdo 
AmbsFa~mgams ,As@obgemro" JanmbyM, JDangmomes GH IMdobmEMannm, sbemgbyeom bLobsde- 
30cmgdo (g2049em0, 1990: 29). 

Joma AgbogomyAM BmmygmmmMda omBgab bab dammemagds, daMomse@se@, bog- 
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gMbyomm LodegMmgddos gogME3gmgeyemo. doma &yJLHgdob gqIMogmgbmdo ghabo wo 
09939 Bodqmob gdyomgd0: 

393960 do8mbab joMbge@o bg s~magoe@ sdmbymom, 

63900 Imybbsd yxyMdgbo, bLogdgemoe hodmbymom, 

dobo qgdgemo Jom-goyo yoMame wodoqmom* (Mbm Bo, Rod6. om. mBosyMo). 

gb SJbGo 930M] bobgbbgemdgd0m agbg@gqdo smdmbogmgmab daob jymbggddo, 
Zbgmbo Es Mogodo hobgMa~m gBgMbymgddo (on~@Qd0, nsgbobs, RAMbobs, Agg96o 38oM0d bob 
32MDJOd, cscmng), HmMIm|d073 do My 08 MoGwyomoab (bo8mdg20, d0Gmbgd0b, ~Ca~gd0d9 
wo3gmob MoGyocrgd0, cmagsbsemo) omMzomgagm dadowagbgm bobomb bsmdmowagbms. 
»OZOS900L 3oMbq sdrmbyema LagmeEbmoab bob dmBogo, Mmdgma3 Ledyommb mgMdow, 
ZObLIMambayMo Amegmob godogMmnsbjzdmse ImnsdbMgdo, JoMaqmoa Loy QmMbaym~mydab 
J9Mam-gMan dahamseEd ImBGog00 Co obg39, HMAMM%3 L630 bo~mbgdab dammemmanym bom- 
Ime@ag6gddo Lagm3bemob, xobdMagemmednk, doMojosbmdab ws ggmamemgmdob boddm- 
mmo" (gamMaody, 1993: 88). RBIMbQMO Bo, MMAMM3 (36mm, Qd3Zge~m gba bLo3qmGBr 
Jdgwegegdabs ws BoMdsMagqma MHoSyjoemgdob Lob3zMg8qom mMasbovBIdo g9Ma-gMM Ino- 
30M Jengd gb Gb bsMImsw@ajbwo. 

JAM-gMan sbymo MaG®yomoa LHymea@gds smdmbogmgamob dnob gxyymbg9ddo0 Image 
Loydmas dgR0M3g9mo Mgmabd3gamgdoboe@do dodmgba~m ~mrgmdgddg, 03039 bo&md9d%g. 
Logaqm 8m Jdgegdgd0b eMmb boGob dogM sMAgyemn dbobyMydo bongjom bLodymeagemdo 
M5390 L&VWdIMMI96 MgmMabd3gamgQdb wo Joma bgd9-bLyMBZa~mo bLoojomdo I(36mM3gMgde~mgdm06 
Imo]gm. gb y3gmo0QgQMo yo MAB yQomodgdqemo0 bagamgdabs oy bLoddmemagab bsdayoe~gdon 
JoGgMosemyM LodyoMmdos agosbbbgqmgdqmo. od HOG Qoob EMMb Logo@obb30 yqmbg- 
do aobbb3039d4q4em0 Lobob gBgMbym|Id0 OYymM Csddqm@ma: BHaQen, bsbgZ2MIM3Z9MObLgdM0 
@od Lbg. boasbagdm ombadgbab moMmbos mydgada, agosbbo3ymMgd0m, modoMmdab werg- 
bobboymd 9 woddqmo JmMdgmgems, MMbMaq{masbo BAMbAm~Mo, Mmd~mab (396GMda(3 
CAMssMIoMa Nm boSHob IbobyMo owas (Zn@gmdoQ. 1). RJ HMdMH0Z9E, MoGwyomyMo 
EMMdab gowmoss@gomydab 8Hm3gba Bpdmombadbyyemo LoyQMbyqmm LadmagMam aym mobb- 
mgaqjeo (Bapgapemug3e, 1957: 55). 9b ggMbyemgdo d3qmoe@ mogs@ semgab bob asmdgdm 
LAyeme@gdmes, Mobs(3 sEebGyMgdb o~mdmbogmygm bojoMmggemmb daosbgmdo wogoJ- 
Lomgdyemo bobo eEMmdab bLobgembmeg9d960: oen3Z0, oemgolb bg, oemgab Gobo. 39M doH- 
~os3gmmadg Eobdgbb: ,eMmdob aowobygbgdobob bLoagMby~m bLadagms, Mmdgmda3 abby- 
Bagds omgab 69, Lomdmam babs@do gob3ymgbam bobgbm-bLoagMmbymm Aggqmgdo~@cb 
AmMdeEnbsMAMab* (o4gg9: 58). gh Gab oo, Igbodsdobse, wBAMbyemydo, 39% 30eg93 09 
eEMAMoabss, 30EM] EMmds Aosbs3gmgd~e@o semgab bab Eo Dob LaddmmyM wWosGgoMogob 
a3OLM deo. Loob&gMgbro, md EMmdob GoMo babos, HaMm/3 FAMAZ0Mo@ JzbsMAybgd~y- 
mos bagm3bmab bgbosb, smgoebmob oMs domme sbr3oa(3aqMo, 9M5d9@, a9M339qC~- 
Bogmse@, Rob03qM0 jo3doMa(3 (bem. 1). 

39M SoME3Z9M0d9 doohbgZb, Mmd fg.b.o~-deg XVIII-XVIl Loagqbggdom womeMo- 
Mgdym oMfgmemmaayMm gdb38mbsGbg, MMos~mgmob 39M3beE~mob mobb9 (bem. 2) Gsmd- 
MQM MgmMsgdgdoboe@da Jadmgboe~ma MaG poems sbobyemo — bogqmBr bob aomdgdm 
Coddyema B_MbAEmo Cos bodbb63gq9M3e~mm LIobeEs Lamb. s4g~@0b asdmd~nbsM) jo Mmoebbg 
LEmM{eE B7Imombadbyema LoygQMby~mydob GyJb8do smbgMama aoMgd~m bes oymb 
SIMHZQBMAMma — oemgob bg, MmMdgQm@a(3 43960 dsoGmbab, f3q60 8oM0dbob, boomoabd(39d9- 
mab 30Mb9 my ,gamMaokb ao@dmbs30mbq" Bdobwes do~mdos sdmby~mn, Mmdmoab b3qMb]J 
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dgdmMb394q@ BOL yyMdgbo asdmbbdos es Jobo qgdgemo Joe~m-gogo jo QoMrmeE @obos- 
M89 YrRams gobbaMamo. smbadbyemn boyyg8o Bgdmbobbybgd0 LoagMbayc~mydoab 
qeoaegh qIMsgmybmdsda IgmMeo do. HJLGob boygemgdgoMosbHyemo dyogdo Lodyoemgdob 
agodmg3b gngsMq~emMaM, Hrd ab MMasmganb 39M3bmob mobob 3gmMomeab gy AMby_mgddo 
B33 BBIMHOM SOD. 

omgab bg bobbgbgdo9 96939 069394(304Ma CWoo3Z0Egdgd0b EMMb DgbobMy~mgdgm do- 
Mbgd0b GHaGyjoemdo, AmMA~MaL Jogo gm~mgdgOHL doGmbgda0b, by mgmobdgomgdobse@do 
Lomfdgmo 0036565 bsMdmos@agbb. MoG®wyoma Msde@gj6099 wemnsbo oy, bobsd 069394(30%- 
HO Ed539EOJdS 9H aoagmag@s, 6) bo~mbab MbIA76aM, Lobsd SoSmbgd0 oH ~oGm3Z9d~e6g6 
oZ0@dymaRoab Lbgyeomb wo qy06, Bdabeo do~mda 0H CosdMxybeEgdmeEbyb6. sg0@dYymoRob ob- 
Mmdemgdo (3@0~MMd~E696 Loberdo abgmo gsMgIM dog4dbom, Med ,L&qWIM|db" mogo0 bo- 
BMH LodMdsbgdgemdoa gamdbma ws oH aodbyMoemny3696. LOmMyj@ odoSed afdbgdmes 
Bdobes domab MaGyjomodbygdyemo bobg: CammseE oMM3Z7dMEd aoM]JI~M, aobbogqnMmygdom 
LoBmena, bo@o(3 930d YM B39. sg9@DYMObL QIM|MMEbIS s9Gmbgdob 0036060b, Hmdg- 
mas BAMbsjems~0(3 LMMEOJdMe@ Jobo Lobmmab g0Hd97ImM, MHmammM3 09 Laigm(36emob bob 
go0Md9dm, MMIQma’Z MZnabdgamgdob bogebgb Gomdmo~wagbb (30@gmdoq. 2). ,008mbgd0b 
Loasmmdgmb bob aMagemag dgdmgmam drgmmebyb... bobboymgdmngo gob3ymbgdob 
bsMo JammbyMHa Laygma3bemob bob ghn-ghian daMamse@0 BybJ(3099 Co ogo Joma 
59MImMe@Eg,969dda(3_ JgIMMAgbo~@m09" (gamMaody, 1993: 87). AmamMH3 36~e@o03m, od dgdmb- 
393240 oemg0b bg eo dobbg dgdmbggymo yayMdgba YobdIMagemmdob a96930(39d0b9 ws 
Logg@ommeb6 aod 3emoggdob LoddmemyMo wsGgoMagab doSHoMgdgmos. 

ILmgmomb IMsgoem0 bo~mbob dammemmanyMa ase@dmi3gdoab dobge@30m, ba3m(36- 
mab bob boymaab godab dgd~@ga se@odosbo g0d034q4 30@039d9b dmodmgg9db. Jomary- 
mo boggMbyommgdob GoJLGdJo Imyggqdqema BMobos, ,dobo y4dgmo Joem-gZ030 YomMmme 
@osdoqmaym", dgbsd~mms oMs 30b0349H, oMs99@ — LymagM 7330~9390909, JoMos~@ay@ 
Loogam 36mg3gMgd0bq daymomgde@gb. sbm3os30qMo@, ,»@bodbym LogMomyM Gabe&do 
(36m3gHgda0b bgbosb Jeamdo Jom-goyo Lodmobo@sb aosdg3qdyem, ,qeoMmme” bombydg- 
CAM Bd(3MdMamdonb 80M39~M (3Me@ZO~M LyZa~MMesbss EsjogdOM Zdyem0. dogMsd My Md3- 
Co080M39IeM0 WosmMsgob Jodbgbo (36mMgMgQdOb ba~sb o3Mdo~myma boymeaob gods, 39dgd0 
aym, JHab&ob 3:6gd0@06 Amymengdyema — 4339 Dg(30qMo LodMemb yddgmmds begds 
bodge@obbyam" (sd93 900, 2007: 4). 9(304 LobMemdo oaymobbdgds agbhm JmobGyb 
Lobbe=mbs @o bmMR3msb booMgdo. Labb~mo 30 LoddmemynMow@ smgeb goMbdgdmb3gqqem0 
yyMdbob b3960m, sb mgabamos godmboSqjmo. dgbodemme, 99 IgHoQ_mMMyAmo@ aooM- 
dyqemo BMobab Lbgsa30M0 aoa,960(3 — oe~mgab bab aoMdgdm gQMbqmab (344@ dgbMamgdob 
Lodgm@obbyGm dgem@ga0 beso Ims8ymmmeos. mydgdab sdHam, ImMdgmgmob aosby3qGo o6 
Imybogemosbmdob 06393b, 06 go 430609 abgmo s@odosbo goMem@sn33mgds, 306(3 Imgm@ 
boggmb wsbby39Gb ayqemb“ (beng. Roem, orgdga0). 

oemgob bob dgd3ggero HadbGgo0 agbgegds obgg9 gobgmdo gogMEgmgsgero Wowg|so- 
097 Co3ge@moab HaSjoomdo, AMIGMb (3 Joomgdo obMyengdg6 ymoab gobbobm3Myen Jmd968)do 
(bog © MJmogoyM EM|bLobLbo~y~m9dd9). od(39 C0@9d0bL IAnJIg~moms ~osds& d0- 
Ma Mygacrsd96 8309/3 oMLgdmdb, dob dbm~mme wmyaokb drbyd0, sb MgmogdMagz0 do- 
mab dag oMAgycmo Jomgda 5ddmd96. Caw@gds B_Mby~mom LHAMOJd9, MmMaAMM3 Bobo, 
g3engbhoob aomogbab asMdgdmgmoabeb. dgodmgds ga3oMoqemm, Mmd 9d dgdmb3930dG0 
g3amghos @s dobdq goMbdgdImMByIqemoa aomogobo shMyamgdb bagmy3bemob bob, Ha 8yVo- 
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maMo semgab Laddmemb 37643006, abgmnggb, MMamMo@0(3 oMIMbOZ~mgmab Imodo bob- 


GJ OMMdss BoMdme@agbama, MNd(39 Ca~ Jd0bq Eogmob dzdMbZg30dG0 MOG®yomo 339 
Bgb-Aggyemgdsdos goeEsdMeamn Eo Log{qmBM-MoHMomyAM WoGHZoMageb IAmygemgdqyeno. 
LoyqMsemgoms, Md Wn@ do 8. BoMdgmod3gomb JoMmggemms dogM Jomo MdgMagdob, 
39M38gd0b 8080gb9(39d0e@ Jgddbo~ Logommdmgdoe@ dooshboo. dob aM. fhba330d9(3 boMIsMa 
JoMaggmas Bgb-Aggymgdsbosb wogogdaMgdqm bodmgMo@ dDonhbggb wo od sdMaboe, 
Ad Lodegmab HoJLOgd0 JMobGyb LoMbIQEM|d0b Ja~rgdsbasb Es303d0M Jd0m dg0(330- 
mms (Ojddsdq, 1997: 64, 70). 

sMbobadbsgn 30~g3 JgMao MaGyomo bggdo, agobmdob, o6yy ambg bsmemabd(39de@o- 
Lodo dadmgboemo @mgmds, MMI@oL EMmbs3, daMaMms@se, IMby(30 Joemgdn foodsd~@byb 
RB9MbaLL Es Jobbg oogbsbob HJLHb cddmdeoby6: 

39936969, 39MEMZbbo, 093 bsbobom, 

Bsmmobd(39dgemab Babom bg omgo sdmbymom, 

adob Ambbdos ynMdgbo, LofIqmoe BoImIwasmom™ (SyId0d9, 1997: 62-63). 

39OJZ QMaa MoaGyomoa, bo~@ei3 sengab bob Loddmenm goayMaM|db, Ia(sgomgdvyomo 
BZgemBob gMa-ghao b3.6yMo Ergmds mogebsemoas, LoGygobo8y3gom, ,baymob dmbby6gd9 
d33@oMO" (boyoMody, 1962: 56). b3e6g9d0b Mbdg6om, mogobsmoab eMmb (Gommoabegdob 
Bobs Pmaw@sb 80%3ge~ mMdod505d~@9) Lyjemgdo0 CEMMg|d0M Loberdo dMybeE GdmMebyb, by 
doma ghad bLedysMmesb IqmMHQqdo ao~edmbyms beEgdmes. 0d EMMbL mxobab b9gMgd0 
Ca~@a bg0daM b3~@gd~E696 dom, LygQMob dma~ebyb6, dIrgmMmebyb, (393303696, Fosbymy 
3530696. as(gzomgdobob (mm393@696 dom, goMao Bg60 dmagnGosbym wo joMao bsa~m|- 
om: 

»O30™Mo Ibasbo afmbmegm, 

bodmabab goMo mos ajmbmegm, 

omgab bg LAMe@amMmdgmse admomego" (Labsmaemodg, 1976: 5). 

0d mgagbe@odo smBgab bg agb3ge@gdo b3g06q4m Jmmdo (bobendo) 8absMbg sdm&3o- 
BMmNAma Lobo (bem. 3), AmMdgmdg{(3 Cmogoebo~mab CMggddo Da3gomgdyommo Leye~mgdob 
bodoGogbo3gdme@ bbgo@ebb30 Laddmemb obs803@696. domby L630 Loddémemmygdmob6 gh- 
MSO bg(359 BodImMy3gebam~mo. MmammM3 BaMMad Fa®ens smbodbogb: ,o4 ~EoboSymo bg wes 
(363 90eM9d0 QdMo~mm bg ws (36M3Zgm@gd0 jo oH oMab, SM0dg9@ 9d bab Lobom ba3m3bemob 
bgo dm(3g9dqemo Mogabo 98M0d48 gd0o% (Bogeos, 2000: 225-226). (369@00, md bobs 8b 
godmbobyomo bagmgbemob bg magobomob boMoGwyomm &HgJbAgddo dmbbybagdqemo_,,bo- 
Imabgdo Lyamab LAMea~mmdgmo* sages. 

AmMamMMH3 36grmo3m, o~mgab bob, MmamM(3 MgmogdMg3 do~@da JegsMa ba3m(3bemob 
bob dammeamma|agds Lbgo@obb3o Ma®yjomoab eEMMb gobbbgymgdqmoo bobGoM0s6 boboSJ 
EMmdsdo, aomogobdgIMagemgdqe~m ggm~mgboobs xy 06394(304M Wosgo0~@gdab d4mbg og0~@- 
dymado. yggmo domaobo Laddmeaymoe Lay3m3bemob bab, s64) mgmabdgamgdab bogebgb 
gZodmboGHogb, MMA@ab aoMdgdmg 0d Mgmsgdgd0b Lo~o~@gdgmo LoMaSjoemm RB _Mbyemgd0 
LHyeme@gds. 9d qd3gmgbo bomdmdmdab bodgdgd0b SHaJb89ddo mamdob dyeodogee@ aob- 
AgMMQdqEo Bodaems 29M3Z99EM Logham RmMdymMsE Jgadmgds aognb’oMma, MmMIge@A(3 
gobbamama MaG®gjomgdab dabsoMbmdMng aobomgdb boMIms@agbb. Ms(3 Jggbgd0 ommBab 
bob dammemagdob d9d(339cm0 badydgdob AybozomaM dboMgb, Aggobmg3ob doqdemgdgmo 
SIMAKES aodmaggymr 0d BQMbamadobsmgab LogMmam gmm~ggZeM0 Laddmemmb eEs830MM- 
30b d4mb9 dygbogomyMa bobg. 60d4d960 CnsergdGyMo AnbLazoemMa HogabgdyMydgdob 
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B53M 6am Lojzdome aosbbbgog9dqmos gMmdsbamobaob. M~yd(30, 9MMAZ0M aodogMmnobyeo- 
gem Gadbgdse agg3gmmobgdo y3gmmo Domasbabomgab bogham LoygMbymm Bymds wos dom 
BIMS3~mgbLmd9do Ig7GO3emgd0O WsgoboMgdyer0 do~mgo sbemsbodgomob dagh Jomaymo 
AgbogomyMa BymBqMab oMJowyen, Lodobabr gemgdgbGow@ omosMgdyema oogbsbsb So- 
8ob Agem@00 (sbemsbod30e0, 1954: 163), M03 9d badydgdob dggqmgbo boMdmdog~mmdab 
30OJZ3 Mao CEob&yMoo (30@gmdoQ. 3). 


49600365 
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TEONA LOMSADZE 
(GEORGIA) 


THE TREE OF LIFE MYTHOLOGEMA IN GEORGIAN MUSICAL FOLKLORE 
(ON THE POPLAR AND RITUALS ASSOCIATED WITH IT) 


The Tree of Life is one of the most ancient mythologemas, present in the mythology of every 
country in the world. This symbol linking the sky and the earth is incarnated in various species of 
trees according to the nature of the flora of the specific country. 

The symbol of the Tree of Life that was introduced into ethnographic reality from Georgian 
mythology permeates all branches of folklore, the musical among them, where the oak, grapevine, 
poplar, walnut, hazel, rose and even the violet (Mosia, 2004: 492) can be considered to be the Tree 
of Life. In this paper I shall speak about the poplar and discuss it in the context of Georgian musical 
folklore. My goal is to determine in which rituals the poplar symbol occurs and what its meaning is. 

In the great religions of the world and in the ancient beliefs and images of many nations there 
is the Sacred Garden, which is the abode of divine creatures, the Tree of Life growing in its centre. 
“Everywhere such a tree has different dimensions: it is the centre of the universe, the way upwards 
connecting the sky and the earth, as the road from the lower sphere to the upper spheres” (Kiknadze, 
2007: 32). Sometimes it is thought to be the birthplace of the deities; for instance, according to 
Egyptian mythology the pair of deities Osiris and Isis were born of the Tree of Life (“The tree 
where life and death are kept, preserved’’)'; according to the Buddhist faith, it was Buddha. A divine 
garden like this is present in the consciousness of the east Georgian highlanders; in their religious 
system it is the poplar that grows in its centre. 

The writer Tamaz Chkhenkeli gave a brilliant description of this world, which is based on 
highland legends and is a reflection of the most ancient images: “On the mountain stands a shining, 
invincible fortress, its peak abutting the sky. Here is the God’s door: the deity on duty (morige) 
sitting on the golden throne, he is moving His golden lips. Nearby grows a poplar, its roots deep in 
the precipice, a golden nine-layer spear is suspended from its top. ‘White-shouldered,’ pleasant to 
look at children of the deity are sitting on the poplar branches, at its roots the water or spring (vesha 
— tsqaro) of immortality flows. The divine whale is the master of the spring. A cave ‘Mitsi—mits’ 
(through the ground) goes down from the fortress to the spring. The children of the deity, brothers 
and sisters, personifying stars, move in this cave”. 

This picture of the universe is represented in certain rituals, during which the participants “are 
transferred” to the mythological (as the highlander call it andrezian) reality (Jaqeli; 1990: 29). 

In Georgian musical folklore the mythologema of the poplar is mainly used in round dance 
songs. The majority of their texts are based on one and the same plot: 


“A poplar tree has grown 

At our master’s court. 

Its top bearing grapes for us to eat, 

The girl and the boy, who had not tasted them, 
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Met their death ahead of their time” (Arkhoti, recorded by Al. Ochiauri). 


This text, with slight differences, occurs in various parts of the eastern Georgian mountains, 
in the round dance songs recorded in Kakheti and Racha provinces (Dideba, Iavnana, Perkhisa, 
Chveni Pirimzis Karzeda, Dalie), which were indispensable parts of this or that ritual (Khatoba, 
Batonebi, Dideba rituals and Lipanali). “The motif of the Tree of Life growing at the Deity’s court, 
which is considered to be the axis of the universe uniting the cosmogenic model, is one of the basic 
motifs of Georgian round dance songs and like the mythological images of other peoples is the 
symbol of life, health, abundance and wellbeing” (Giorgadze, 1993: 88). And as it is commonly 
known, the round dance is one of the main elements in the syncretic organism of the most ancient 
cult activities and pagan rituals. 

One of such rituals is performed at the feasts dedicated to the children of the deity protecting 
the highlanders, 1.e. Ahatoba feasts, in different mountainous regions of eastern Georgia. During 
the cult rituals the servants, selected by the Khati (deity), themselves visit the deity’s children (gh- 
vtisshvilebi) in the next world and bring their hopes and wishes to the people in this world: all this 
is represented in the material world by means of materialized objects or symbols. Ethnographers 
who observed this ritual in different parts of Georgia saw that different kinds of round dances were 
performed: circular, crescent-shaped and so on. Special mention should be made of the round dance 
Korbeghela, which is two-storied and is usually performed at the Lasharoba feast. In the centre of 
the dance was the Khati servant (khatis msakhuri) with a raised flag in his hand (video ex. 1). In fact 
the process of moving the ritual flag was accompanied by the round dance song mentioned above 
(Bardavelidze, 1957: 55). In the past these round dances were performed around the poplar itself, 
which is attested by the names of the Khati flag: alva (poplar), alvis khe (poplar tree), or alvis tani 
(the body of the poplar). Vera Bardavelidze adds, “The round dance which mentions the poplar 
and is sung during transferring the flag from place to place originates from the ritual round dance 
custom dedicated to the sacred tree” (Bardavelidze, 1957: 58). These texts appeared as early as 
the time before the flag superseded the poplar. It is interesting that the shaft of the flag is wooden, 
which retains the links with the tree of life not only through symbolic association but to some extent 
physically as well (fig. 1). 

According to Vera Bardavelidze the Trialeti silver goblet, an artifact dating back to the eigh- 
teenth-seventeenth centuries BC, depicts a ritual dedicated to pagan deities: the round dance per- 
formed around the cult tree and the sacrificial sacred liquid (fig. 2). This is the same situation de- 
scribed in the above round dance song — the poplar growing at the court of our master, our Pirimze 
(sun-faced), the Baptist or “over the tracks of Giorgi (Giorgis gadmonavali) in the holy garden; on 
the top of the tree the grapes are ripe and the girl and the boy, who have not tasted them, are doomed 
to die ahead of their time. This plot is repeated in the greater part of the round dances. The fact that 
the text does not have many variants gives us grounds to infer that it was used in the round dances 
as early as the period of the Trialeti silver goblet. 

The poplar is also mentioned in the Batonebi rituals which were to be performed for those 
suffering from infectious diseases, their important element being iavnana (the lullaby) addressed to 
the deity’s children (ghvtisshvilebi) i.e. Batonebi. The ritual lasted several days, until the infectious 
disease disappeared, or when, as people believed, the Batonebi left the patient’s body and returned 
to the sacred garden. The patient’s relations tried to create such an atmosphere that “the guests” 
might think that they were in their realm and would not get angry. It was for this purpose that the 
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ritual image of the sacred garden was created: everything in the vicinity was adorned in red, espe- 
cially the patient’s bed. Javnana, a lullaby meant especially for infectious diseases (batonebi), was 
sung; it could also be performed as a round dance around the patient’s bed as around the Tree of 
Life which was the abode of ghvtisshvilebi (children of the deity). 

“The Batonebi chant was sung while dancing round the tree...The ability of a miraculous cure 
is one of the functions of the mythological Tree of Life and this has survived in Georgian images as 
well” (Giorgadze, 1993: 87). As we see, the poplar, along with the grapevine that entwines it, has a 
symbolic meaning of strengthening one’s health and resisting death. 

According to the mythological traditions of many peoples of the world, after tasting the fruit 
of the Tree of Life, man achieves immortality. The words given in the text of Georgian round dance 
songs, “the girl and the boy who have not tasted it met their death ahead of time”, may indicate 
not physical but eternal spiritual life. Through association “in this sacred text the girl and the boy 
standing at the Tree of Life are connected with the first couple of mankind, banished from Paradise 
and fallen ahead of time. But if the first perdition was eating the forbidden fruit from the Tree of 
Life, since the time of Christ’s passion it has been not eating the divine food that is fatal” (Abakelia, 
2007: 4). By “the divine food” is meant the Eucharist, sharing in Christ’s flesh and blood. The blood 
is represented by the juice, i.e. wine of the grapes of the vine entwining the Tree of Life. This met- 
aphorical phrase may be understood differently — the round dance performed badly around the Tree 
of Life might have grave results. In Tushetians’ opinion breaking up the Korbeghela round dance 
causes either poor harvest or “death of such a person who will be missed by the whole village” (the 
village of Chigho, Tusheti). 

Texts with the poplar are present in the so-called Dideba (Glory) ritual in Kakheti, which is 
performed by women at particular cult and religious feasts. Though there are also additional reg- 
ulations for those who perform Dideba, only “the deity’s servants”, or the women selected by the 
divine power, can recite it. Dideba is performed accompanied by the round dance, as a rule, while 
walking around the church enclosure. It may be presumed that in this case the church and the wall 
surrounding it fulfill the function of the symbol of the Tree of Life, the ritual poplar, like the Khati 
flag in the eastern highlands of Georgia, though when going from door to door during Dideba the 
ritual is already transformed into a custom and lacks cult-ritual significance. It is noteworthy that 
P. Karbelashvili considers Dideba to be a hymn created by Georgians in honour of their deities’ 
idols. Grigol Chkhikvadze also thinks it to be associated with the customs and traditions of pagan 
Georgians, and is of the opinion that the texts of the songs were changed after Georgia embraced 
Christianity (Zumbadze, 1997: 64, 70). 

Another ritual once present in Khevi is also worth mentioning: /vanoba, the feast dedicated to 
John the Baptist, when mainly old women performed a round dance and sang the text of Ivanana: 


“Tavnana, vardovnana, iav naninao, 
A poplar grew in front of the Baptist, 
It bore the grapes, ready to be eaten” (Zumbadze, 1997: 62-63). 


Another ritual where the symbol of the poplar is present is Lipanali, one of the Svan feasts 
connected with the cult of the deceased. The direct meaning of the word Lipanali is “honouring 
the memory of the souls of the deceased” (Nizharadze, 1962: 56). The Svans believe that at the Li- 
panali feast (from the eve of Epiphany till the first Monday), the souls returned to their homes for a 
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time, i.e. they passed from one world to the other. The family members welcomed them with great 
festivities: they laid the table, sang, danced, and played the chianuri (a stringed bow instrument, 
consisting of a hollow body and neck). When seeing them off, the relatives blessed them saying, 
“Your footing was good and may you also take good footing with you”. 


“May your eyes be sunny, 
May the door of Paradise be open for you, 
May the poplar give you shade” (Sikharulidze, 1958: 5). 


Within the framework of this legend the poplar was carved in the wooden partition (in a Svan 
kor or house) (fig. 3), upon which, during the Lipanali days, they painted different symbols in hon- 
our of the souls of the dead. Among other symbols, a tree is represented; as Giorgi Chitaia notes, 
“the tree and animals depicted here are not just a tree and animals, the tree represents the Tree of 
Life with its attributes” (Chitaia, 2000: 225-226). It is clear that the Tree of Life depicted in the pic- 
ture is “the poplar providing the soul with shade in Paradise” mentioned in the Lipanali ritual texts. 

As we see the poplar, as the mythologema of the Tree of Life, growing in the divine garden, 
in various rituals is represented as the Khati flag with a wooden shaft, the church surrounded by an 
enclosure, or the patient suffering from an infectious disease. Each of them depicts symbolically 
the abode of the Tree of Life or that of the ghvtisshvilebi — children of the deity, around which the 
ritual round dances glorifying these deities are performed. The plot recurring almost permanently in 
the texts of these ancient specimens can be viewed as a definite common formula which serves as a 
semantic key to the rituals discussed above. As to the musical side of the specimens containing the 
poplar mythologema, I found it impossible to single out a musical aspect which might be consid- 
ered a symbol for these round dances. The specimens are quite different from one another, under the 
influence of the specific dialectical musical features. Most of them have round dance characteristics 
and the Iavnana (lullaby) type melody, both considered to be archaic elements of Georgian musical 
culture (Aslanishvili, 1954), providing another proof of their ancient provenance (video ex. 3). 


Notes 


' http://en.wikipedia.org/wiki/Tree_of_life#Ancient Egypt 


* http://www.nplg.gov.ge/gsdl/cgi-bin/library.exe?e=d-00000-00---off-Ocivil2--00-1----0-10-0---0-- 
-Odirect-10---4------- Q-11--10-ka-50---20-about---00-3-1-00-0-0-01-1-OutfZz-8-00&a=d&c=civil2- 
&cl=CL2.20&d=HASH014a137515819c892c9353d0.2.1 
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Translated by Liana Gabechava 
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LyMonn 1. b930bdgM0 ,,bobo& 9 @Mmdom" bgerdo. Log gma Roem, ovydgono, 2013 Bge0 


(BoMsSE0 Lagdb3ge@a(30m Boboeo) 
Figure 1. Khevisberi holding “Ritual flag” in his hands. Village of Chigho, Tusheti, 2013 (Private 


expedition materials) 


Lyon 2. mMosemgaob 39M3bmob mob (d3.6. XVUI-XVII b3.) gZodmbobyemo agMbayemo 
Figure 2. Round dance depicted on the Silver Bowl from Trialeti (XVIII-XVII centuries B.C.) 
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Lyon 3. mogebsmolb emggddo bgs6bym Jomdo (bobendo) S9MGBZ{0R3M Amo Loddmemage, 
(Bogsoe, 1941) 

Figure 3. Symbols carved on Svanetian Kori (house) performed during Lipanali festival (G, 
Chitaia, 1941) 
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BMANBMENIMN GSIIENZNL GILI6IS SNBIMSSNKIEIN IICSIAN 


AMsEayayemse Ayqmsdo gobMgdqQemoo, AmamM3 ImMbMEaVYMa BMMds, HMdgQmdA(3 
Age~mmens Bsdy306 Mmeamb obMymgdb. mwyd(30, Qoe~oo amgob, Mmd sogMdooyobym~m dnbo- 
32d0 Bdobw@s ImMbmMeEaabL AAMs@JMaD Joasmomo LobgbAggyemgdm LadegMos. (36mda~mn8, 
Hd shyMdsaxobyem MamagQ0qM Ed LodIa~mgynsMe bodas~mmdem MgsgMewyoMdo bobad- 
M9MM GHasob Agemmeagdmsb gMmse@ foMaqmos Aqmsda3. AggymgdMog, gb ,dobmMy- 
moo" IymgMo Aqmodgdns. of abobo domame La~mme LHAmeJd0, Msndg Lo3Mo309M0 
mobbemgdab goM9d9, L3g3no~mqMoe dImb3gqem0 dodsjo(30b 96 Jocmab dagm. aL®mMoymoe, 
8AMBILaMbSEM Loghm ImIM_Mmg]d0 bdoMoe@ Imbsba~mgmde@byb MamagoyM (39MgdMbo0- 
do, doamed ababo bes wsdmMhamgdmeby6 bobymaghm Ladegmab bgbgdb wo 0% bee 
49993 Jg~mmeons RoMMaSHAMgQdams CEs HMge~mgd0m. 

dob LosoMobsoMime, Ayqmodab bogMm dgbMymgd9 drambmgb gMan@sb bymsdeg 
Igbagmb-obbAMyIjGoGHomobGob Ambsbo~gmdob'. Losbbsdd~m AgbGyengdobsb Iq~oddo 
3363E9d0 B9MBoj0mo, MMIGMa’3 RxM~ sbermb wash 3mmagmbasbosb, 30e@M] BoMdm- 
Booboseb. abgma sImmagmbayma &g 4603900, MmMamMagss SyMembo, 0d08 (309, gobmbo, 
MLGAGSGHM, BMdIBEng_I_FHGHoMyAmo Ed BMbHMobH yma Immngmb0oo, Iymrsdda KRoMame@ocs 
ZodImy FHgdqEm, Bod BmdMogo0e@, bsMdmowaj6yg6 HMowa3ayem &g46039db wo Aybogomymo 
gZodmbsGg0b Dbadgb6g~medsb adg6g96. mobsdgeEMMzZg Aq~msddao abobo obg39 BoMameE go- 
Imayg6gdo ws gJMabs ws 04939 3Md3Mba(309do Dgndgmgds Msd~@g60d9 Lobgmds dgqgbgegb. 

BqModdo ZgMBogomob qYIoMBoggho BmMds eo yggmedg gosMEg~araeo GgJoo- 
3° Mab Age~mmeaabs ~Es Hmbogoby 06 IAgemmensdg Ooyqdbgdqmo dqMembab 3mddo- 
Boga. HMoeagayemse, sqMeEmbb g76me@gdo “dam”, Isdab Mm39 I7~meE0ab dqMom- 
bom mobbamgdob &gJ6ogob g6meagdo “dam vermak”. dq~asdob dagmb 3md3mbo3osdo_ gb 
GgJoo39 Igodemgdo Mode~gbxXgMdg dgagb3eagb, bream dgmmens dgbMymeagh, Hmanh3 
Imd~mgMemab, obg sbbodd~@da Ambsba~my HgdabdagMn obLAMyI_FbGoemobGob dogm; dym- 
cemba jo ymggmamg3ob bo3Mo03%9 Ley~me@gds, MmamM Eogbo, Jodobho dg, d0c75506%9, 
Bogmgdo@ 00% dg (seyeoomdog. 1). 306sn@s6 MoM Ladgdoosbo ob6b8MyIg75 800, sqMembo 
dobb9 LAM do, MmamM3 daMamsed G\mbob asd9mMqdg9d0 (oqromdog. 2). berm obb- 
HMAIZEH QE AQrsddo, gobbo3yMqdom dm3emg 3mdd3mba(309ddo, AggyergdMH03, MMbsboo- 
Bo ANbLagomaMa Jbrgamos, GMdgmda3 Agemmens Es SYMeEMbos ymddoboMydqemo. bdob 
Rodb9M L&qe@osda Lamab&gd0 bdoMo@ JodoMmsg96 Jgbodsdobo Lodsmmob ~@sbob93%9- 
dem SQMEMbL o6 SqMembab 80MHo0b wodMy3gd0b bgMbb. 

AbogomyMa Jbogomab dgGo IMog0mg9MMgZ6gd9 336gEgd9 BMzoEmM Ed ObLAM- 
I7VOH QE AQmroddo, MMIgMbs3, dob0d4yI, 3 Agbogmbobasb dgdI~@goeMa obbodde~mo mugam 
Ugliyt sbMymgdb, Loymagmmome (36mdo~mo ,dqmsdob HMamb* Ibasgboe. og0 dog3%7- 
MZ69d9 Zoggobasdo agogM3g9e~mMgdq~m ,LobsbesMoas BMomb" Gosh wo aygbgdb moMb, Jo- 
JobBob wes boby6oob (AmBegmom@o) [Ibaogh ®Gomgddo Agadegds oymb Jogocro (qaval), 
doaMod Aqm~sdab dgbMye~madobob, ob, AggvyemgdM03, 0% aodmnygbgd0]. 60696], HMow@o- 
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(309mMmse@, Lamab Soo, AmMdg{ma(3 V3Mo3b 00H BY, Mobbemgdob 30 Jodobhe ybg3gb. Igqmodob 
sbbsddemdo bsdy306 Mmemb, AggqemgdM0g, MoM sbhMamgdab, sbbodde~do dmbsbae~g dnqbo- 
BOLO MomeEgbmdob doybyw@o3g0e. MoM, MHmMamMH3 obbGMydI_g6 80, Mmdgema3_ mobbeng- 
dab Bb 4(300b oLMym|db, YAaagMnJdg{eEgdb 3mzoemmob: 3gmgdb dob dobogoemb, odemg- 
3b dahaomse@ ®mbb jzo~mb E3cmomgdnbob; sdobmsb, gmgomoab BMobgd0b 39MoMJd0M ws 
AdaGoM]d0 oghgdb 894jOgdb gmgomab 89MGHosdGo. MoMab 39Ma0 JgdLMymydgmo bobob- 
59M gobggMgGb dgbodmm gmygomyMH od8Mmgobs300b CEs gbdIsM]d9 3mgomoab Hb dob H9- 
mn dgdodo. MosbsdgeMng9 Agqmosdob sbbodd~myddo MoM YRMM CEddMy30~@ Jdg9mMm0 adbmd, 
obLMymgdb Lr~mm dmbs339mgdb, Imbsba~mgmodb ad8MHmgobo3oyje~m CwxygGdo BmzocmabGoob 
Gd JZgmgJdb dob Aggqe~m o3md3060dg6 Gb. 

49-20 Loy gybob LodgdbMymgdemm 8Mo48ogodo, 1980-096 bemgqd9d—@9, jJodobhol 306- 
Gos smagdgdmes, MmamMHi3 HoMob mobdeg30, MMIgma3, Mogab IbMo3, Imd~gmomb 
913990 @gd0M%7dMEOd. Jodobhob Hema gmgomyMo Co AOLAMAIZ6G yea Aq~mosdob sbbsddm- 
do, dahomsese@, sqMembab dgbMymgdom, 96 MoMab ANbogo~mAMo bobsbab odoGs(300m, 
6 dobosb jobmbyMo godmdobybgdom gobabobm3Mgds. LogoMoqems, md sbbeddedo 
Jodobhob sbgmo aoobMgds yRMmM GHyJbogqQMo dobgbgdam ayr bs3oMbsbgg30, 30e@MJ od 
LAM AIZEGoL aodmdbsbggemmdonn ~yosGab bs3emgdmdom?. 

m565dj9e@MM39 Losbbsdd~mm BMoJGogodo Jodobbab 39MHos MoMGobgo6 YRMmM ~wo- 
Im gag~@gegemo begds. Jodobhob IgdLMymgdmgdo (3~EAM~MMd]6 Mog{g0 soMa~@mb MoMol 
IgemmMeagdab asdgmMydob wo obobo yobmbab AybogomaM Jumgambs Eo 898 gMmemby~m 
a80G9(300b Amdggemgdqemoe@ Jonhbg396. eo donb 3, ada Gs y3ayMo qnMoagMn4dg{e@g9d9 o0%- 
bo @s Jodobhob, 93%9M39 M3{aM Jodobhobs Es 65676eob IrmMoab AgbogomaAmo mbMmdob 
JMaM-gHa GjJ6030e@ MAgdo m0bsd9EMM39 Aqmoddo. MoMab Abasgboe@, Jodobho Aq~sdab 
dm30mg9 Imbs33g9Mgddo bsbggMsE Lm~mm OOLAMAI7FEGoO boMImMaZ0~@aA9d0. 

msbsdj@Mmg9 Aqmsdab bLodgdbMymgdmm BMo4Gogoda godmogggqmo sbboddedo 
Imbboeng obLHMNIQ{HS|d0b Codey jo~@gdmmedob Ggbeg6309. ogo, daMamos@s@, 39(36o- 
Cgoymos ocmad Jobodmgob wo amhog obgoMmgab Ayqmodob sbbodd~myddo. obmg3e(30y% 
AgbogomyM Jomgammob wogogdaMgdom aogo6bg69d 2010 Baemb obgoMmgab obboddm@moab 
Dg7bMAmgd5b dofrdao bLogMmsdmMHabm bodsmbayIb7Z ,oqQMJo bombgdab Aqbogomymo 
b53039003. Aqmsddo sbomo BoJGyMob LoegdImbobGMo(30meE Imgny306 wsbSgosob dog- 
oman bsdqe~m Lagodab o~mdmdow@sb, MMIge@a(3 hobgMo~mos 2011 Bg~@b. gb omob ,odgm- 
dsooysbyma GMoeaiy3oqjmo Aybogoab“ 80M3ge~m0 s~mdmda, MMIg@ma(3 2011-2013 Bemgddo 
Felmay Reords-ob d9d39md0m a0dm39(30 (oxyonmdoa. 3). og AQmsdb sohMyAmgdb 339MGB Ho, 
AmMdg{mda(3 Irbobamgmdg6 dgIegaa obbGMyIg76G d0: MoM, Jodobho, 6s30HS Ed 3mgjo- 
mo. Anbogo~myMo Juogamo ofdbgdo HMosea jaye 303M ogMoMJoyemedab yqomym@ab 
bsMx bq; Lobg7dgo sbbodderdo dmbosbagng abLA|MAIZEGBomab8mo nobsdoMyARmg|dnsbmdo, 
Lo@si3 ,nobsdoMas ImMab 8oM3gemmedob qRmMgds" Jbme~mme bs6zb@ob o4gb doboggdx- 
mo", (369E09, 3MI3MBagoabagab, Mmdgemagy_ EMGoMgdyemo of oMob Co Mmde~mob aob- 
30MdMHJdo CaEbam@Mse L38mbSobwyMos (M98g9G0(30gd0b Momegomdob doxyVbj~5390), obgmo 
BMIBEMAJLYMO Losbbsdd~m™m Yr gMsemdob da~mbyge aobbogqmMygdqm qboM-Aigg3gdbo wes 
SMHaLRQD bag Imombegb. gb BAbLGoe ob bsMabbas, MmMdAGmb(3 Bemmdb oH BJ Cn~d 
DqILMAMAdQE@m0 ES sbbodd~mab bymIdMZEbgmo dogmng JobbyMmg0, dabo mosbsdmsbMJ960 
— 65696c5 amhoa ob30%M30 ws Jodobhod] IgdILMymgdgmoa gembyM Jojoo~mso. 

Zobbo3yOM|dqm yyMo@mgdsb gogodobg0~mg]d 09 Aqmsddn bogoMeb asdmygbgdo0d9: 
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jemoba3yMo Aqmodob G®Mse@a300do gb woboMBysdo o6b8MjI76Go0, doMams@se, Ha 8%Igam 
dmb5339Mgddo asdmaygbgdo. 

AmamMH3 (36mdagmos, WogoM Boyndg3mM3Zd0_ dJngma osdbgMdsoysbyma bg80Mo 
AMsea3aab Bemobogyn30(308 Imobeobs wo boda 3o9GJanMos godmym: 1) IgHMyemo Igem- 
cagdo (bahrli hava), 2) Ige~mMeENgd0 dg78Mab aoMgd9 (bahrsiz hava) Co 3) dgMQqE@0 IAGMob 
Ag7eMMEAQd0, MMI |dda(3_ rrddabaMyQdqNmos AGZHMYAMa Cos oMo-dgIHMyAmo Agemmengdo 
(garisig bahrli hava). 844990 9093443Z6jd5 9M%S-IJQMYO 39G)3Moob, Jodob Gm30 dg%q- 
amo dgGMob jo amrmMos dga30g3b 9.6. zarbi-mugham-b, Mmdgem0(3 HoMdmo~@agbb dq~modab 
dggyoomb. zarbi-mugham bo &yg3o-bLo8y3om bodbogh ,dymodo Ma8dom"; ag0 sgMmoosbgdb 
AIQmodob oMs IIHMyE Igemmensbh Eo CoMbJo@ SMEgdyE obOLAMYIFEG yom yobMb, Hr- 
Agemag. IQHMyAwab BoG amMoosb Jag3ymg6gd0. dg3@mdam woMobAb bdoMse qjbre@gd96 
B0Md0-IqMsdL*. BaybgeE539@ Odabs, HMI BoMd0-Iqesdab BsJGqMo oH oHob aby 8mdm- 
agoymo, Mmamm3 WoMabJo, ob Jg0(393b MH BmMbH\MobSym gobMb es MoGIvyoem semobb. 
Jha bsMIM@E Z76a~ms IgMMEANMA ES MOGBIQMa MLGobsGmm0, obLAMyI76Gxyero tut- 
ti-cr Aqs s6 CEsdo~M MyaQab8M]ddo; IgmM] jo — BgmMgo~myMo s9MBoab Jomom MygaobGMdo 
DsgabyRomo Lamm Igmmeanm, Ig Mya dgvmyegob aomydg (seyonmdog. 4). Agdo ob- 
Ham, B5Md0-Iq~msda Agadmgds asbgnbo~mma, MMaMH’3 ymMbH|MobGyemo ImmagymboayMo 
RJ HqQMobL Jogomomn. sham QoJGyMo GodqMos sdgqenMa gobmMob dozobSgbagob, a~- 
Aga. AQm~adab ImIM_Msmms M78gGMHQoMdos bsMIM@Ea76o~mo (oeomioa. 5). mM39 
gyobMabagob wodsbobosmgdgmos wogw@o gIM(30NMO HzIM{Ig{@gd9 Cs JQdb38Mgboye~mds, 
M93, Agbodemms, 7RxMGHM Bomgmo ws oMe@sdaMa JgeESMgd0b Lodyo~mgdob agodmy3b dvy- 
Mosdasb6 Ed dabo MgsIgQMBqjoMab AGg®Mymoe@ godmygg3gmam boboMdmgdgdmob. sdjzoMos, 
Amd sdob aobsdoMmd gdb MaGdqmo jmbSHMobGBo, MmMIgma’3 Ige~mmeayMoa jgmbSqMgdob 
Mobs b™rIag{Mgdab sMHEgg3b. 03039 GHoJbogo oym aodmygbgdqena Sgdrm smbadbym amhog 
obgeMmgob dagh dgbmymgdqm wobGg00b body B9g03-0b BaEm Bodq~ -ob 9800ME- 
do. Bo~@ Bodqern oH Bogg4MgZbgd0 B9M)S0-Ayq~odob gobMb. 8ogbob o3GmMgd0 o0y969- 
396 BoMd0-dy~msdobs Es Jozob§gbagob Ho3gjH mmoMoGBIb wo, degbse@, JodoMme396 
HMseo ayer AnbLazom]MH GHyJ6ozo0b. dbasgh dogsmomb gb6gegdom JgqwomMydgemo oemad 
dobodmgab dgdmJ8ge@gdo0do, aobbogqmMgdom 30, Bayati Shiroz dqmsddo, Gmdgma3 Job 
DgoLMyms Lo~m 36398 bg w@g mo ga~M|bL MgoGMda 89Mo0bdo 1996 6. s@bobodbsg00, 
Amd MMHa3Z9 Jgdcmb3gq930d0 a~E|S aobnsMgdyemn oy (36mMdam~Mn sbhyaMdsaxXsbygm~mo mom 
DgILMAMgAdemab, Jomo] JobbLyMmgab dagM. Jobo dmI@g36— g4b3g%0d9680 Mugham Cha- 
hargah, Mmdgemo(3._ aMog, shgoMmgab Aqmodob sbbodd~mdo JgsbMyms mmbembdo, BBC 
Maida Vale Studio-do 2010 Bgmb, 3memaMma®Igqmos. Lb6go Igbogmbgd0 ob939 (33~@o0cmmdg6 
3043696 domo dobbymmgob abob. obg md, HMoseag3ayemo Iqmodob dgbozomaMm Jbo- 
30M] Wddo GH dqQema IMEMoMaGBIQema gobBmeEgdams Eo MAG®IJom, Mmdgemai3 godmMAgayc 
sEgaMb 03939db Ayqmodob LodgILMymgdemm Mo] Gazodo, 36ge@93m sbo~m & 6e@g6(309b, 
AMAQ{MA’Z 330793 Logbgs oMHabLH Ama 8mM8Bg6(300~mom. fgdo obHam, gh MoSdob godoH- 
CaM AbadgZgbyemmdn@o0b ImdA~nbsMyMdb, Mo(3 bg Esdobsboomgdgemns MobsdgEMM39 O~- 
CAM ZyMByMabs ~s dobmdMoga (3omdagMgdabomgab, bo~o(3 ImdMomdab gogMaoob dg8o 
8MHOMMH]8BO ogg, 30EM%] shMmegbgdab gbgMaoob. 

IQmodob dgdLMyAmMgdmmdsda MaGdob aosoJGogMgds Agbogob ddoym gfb8Mgbaqmm- 
dob sboggdb, doaMsd, sdsboob, sydMoemmgdb dob dvbgdob. fgdo sbMam, gb oMab d(3@- 
gemdo, DobmdMag0 syeaGMMos sbosMmb gemaGHyM geobogqhm Aqmsdb. Igmmy IoMog, 
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ms6sdj@MMgZ9 Aq~sdab AnbLozsemyMa Jbogomab sbo~mobabsb 3:6j@03m, md dobo &9460- 
B® O95 BMMS LM QBMmr 698ag0 beEgds Es Lodmmmme, dobdo nbBHeEQd9o 8mmogymbox- 
Ho AqbogomyMo sbMmgzbgd0. 


496nd36980 


| adqocmme AqQmsdab dobMymadabob sbbsddemo Jgodmgds Jga3o3e@gb Ig dgdLMyemgdgembs3, bam 
godmygbgdyemn abbL&MydI_bG dob MomeEjbmds 9Mgd08Jd0 bAMb o6 g4gbb, myd30, 9% oMab om30—™g- 
dgeM9, YZg@Mo Qh LogMog0 QM@oEMmgamse yogmegh 


2 05M%0L3856 asbbb6303960m, MMIgma’3 RJM 30%”]3 99-20 Loygybob eEobobyobdo boMImago~@as Lo~mm 


bo3Mo30@, Jodobho dgy9R693g9e~m0 aym. 99-20 Loagvybob 30%39~m bobg30%do Jodobhe Bg IgILMymM|de9- 
d0 bdoMs@ 043696 Lmdbgd0 ws dogbgro30e@ adabs, Mmd do~mosb Jomsmo wembab dgdLMyemgdmgd0 
093696, Dom 0M Bfmbeom MMIS (3MeEbSs AQmoedob Egbydab, Jobo LAMAI®qjMob, AgbogomyMa BMo- 
bgdab IndeEggMmdob Jgbsbgd. A396b EMmda AQmsdob HMosea3agdob obymo woybybGydgmo (3-e- 
Bs dg0dAbg30 godmhgbomma DgdLMAmM|demgdab ~s33Msdo, abg39 MmamMM3 Hgoe@mbohobm sdgmMa3gc~m0 
Iqbogmboab, xgQ_Mo 39Mdmgzob JgLMAmM|dsdo 


3 3 gd76Go(300b LE Qe G®JbGo Sgbye 960d) ob. www.musicmuseum.az/turksoy2010/tsrez22.d 


as b0M%}d0-IqMsdo Agademgds JgbMymegb, AmamHy3 (303~mqMo ymd8Mba30b gHm-gMMO wsby3bomo 
Bsbagmn wMobGgosbo, obg MMaMH’3 Csdmyz0~Egdgmo Bagbs. BmagZgh Aygbogmbyddo, bogyymoMo oM- 
GobS jem GoB%6jd0E@06 aodImI~nbsMg, B5M%}0-IyMosddo Agndengds 399M HM{M6 gmgomayMHa BoMHos wo 
DgobMqmmb domme dobo MaGdyemo bsbagmo. gb WQRMM bdoMoe sbsboomgdb Wob}gooboab (3ogm@b. 
ob9m dg9dMb639396d0(3 Bagbsb B0M%d0-IqQmsdb Y6rmeEgd96, Myd(39 Dabo doboboomgdmgd0 WsgoMaxyer0 
d4gb. sdam dgndegds sgbboom &yMIobmEmaayMo Cobsomd~ygamds 
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SANUBAR BAGHIROVA 
(AZERBAIJAN) 


ON POLYPHONIC TECHNIQUES IN AZERBAIJANI MUGHAM 


Mugham is traditionally viewed as a monodic form owing to the obviously leading role of 
melody. However, the only example of pure monody in Azerbaijani music is ceremonial sing- 
ing. The repertory of Azerbaijani devotional and mourning chanting is known to include mugham 
alongside song-type melodies. Those are usually “minor” sounding mughams. They are performed 
strictly solo, without any musical instruments, by a specially invited man or woman. Historically, 
professional secular singers often participated in religious ceremonies but they had to conform to 
the rules of sacred singing and could not ornament the melody with fiorituras or trills. 

In contrast to that, secular performance of mugham requires the participation of instrumen- 
talists, from one to four or five'. In ensemble performance, mugham acquires a verticality that is 
closer to polyphony than harmony. Such polyphonic techniques as drones, imitation, canon, ostina- 
to, complementary and contrasting counterpoint are widely used in mugham and in fact constitute 
traditional techniques and means of musical expression. They are extensively employed in modern 
mugham compositions and may be used several at a time in the same mugham. 

The simplest form of verticality and the prevailing technique in mugham is the combination of 
a melody and a drone on the tonic or on the root of the melody. Traditionally the drone is referred 
to as “dam”, while the technique of supporting the melody with a drone is called “dam vermak’. 
Throughout a mugham composition this technique can appear several times, and the melody may 
be performed either by the singer or by any instrument of the ensemble, while the drone (dam) is 
always played on an instrument, typically on the kamanche, balaban or, less often, tar (audio ex. 
1). As tar is a plucked instrument, the drone on the tar is played as a series of repeated key notes 
(audio ex. 2). In solo instrumental mugham, especially in short compositions, the texture is usually 
two-line throughout, combining the melody with the drone. In the recording studio, soloists often 
use sampled drones of the suitable pitch or overdub the drone part themselves. 

More textural variety is naturally offered by vocal and instrumental mugham performed by 
an ensemble of at least three musicians, like the prominent format of the “mugham trio”, mugam 
ligltiyti. Mugam ticliyti is a type of ensemble known throughout the Caucasus as the “trio of sazan- 
dars” and features a tar, a kamanche and a khanende (singer) (Such trios may feature the gaval but 
it is not usually used for playing mugham). In such ensembles the khanende is traditionally the solo- 
ist, with the tar and the kamanche providing the accompaniment. The mugham ensemble is usually 
led by the tar player, whatever the number of musicians in the ensemble. As an accompanying 
instrument the far mainly interacts with the vocal part by providing introductions, pitch reference 
at the change of mode, and by filling rests in the vocal part, imitating and varying vocal phrases. A 
good tar performer will predict the improvising singer’s intentions and help him realise them. In 
modern mugham ensembles the tar is becoming emancipated from its strictly supporting role by 
playing solo sections and even engaging in improvised duels with the singer, as well as providing 
customary accompaniment. In the 20" century performance practice, up to 1980s, the kamanche 
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part was expected to follow the tar part, while the latter followed the singer. The kamanche’s role 
in the vocal and instrumental mugham ensemble was restricted to either playing drones or imitating 
the ¢ar’s lines, or even replicating them to produce a kind of a canon. It is possible that such an 
ensemble role of the kamanche was dictated by technical reasons rather than by a lack of expressive 
power in that instrument’. 

In the current ensemble performance practice, kamanche parts have become much more in- 
dependent of tar parts. Many kamanche performers avoid replicating the tar’s melodic lines and 
regard the texture limited to canon and heterophonic imitation as outdated. Still, imitational inter- 
action between the tar and the kamanche, and even the kamanche and the khanende, remains one 
of the techniques of musical narrative in modern mugham. Like the tar, the kamanche has now 
become a part-time solo instrument for short sections of mugham. 

In recent mugham performance practice, there is a tendency to a greater independence of parts 
within an ensemble. This tendency has so far manifested itself mainly in the mugham ensembles 
of Alim Qasimov and Gochag Askarov. I spoke of mugham’s innovative kind of musical texture 
in connection with Gochag Askarov’s ensemble in 2010 in Baku at the international symposium 
“Musical Instruments of the Turkic peoples’”’. To demonstrate such texture in mugham I will use 
the example of Ddstgah Zabul Segah, recorded on his 2011 album. This album is the first in the 
“Traditional Music of Azerbaijan” series that I released between 2011 and 2013 on the Italian 
label, Felmay Records (audio ex. 3). Here the mugham is performed by a quartet consisting of a 
tar, a kamanche, a nagara and a vocal. The musical texture here is made unusual by rejecting the 
traditional strict hierarchy and by the perceptible equality of ensemble roles, with the khanende 
being only the “first among equals”. Such texture lends more depth to the sound. Of course, in a 
composition that is not notated and the arrangement of which is largely spontaneous despite any 
number of rehearsals, achieving such complex ensemble texture requires exceptional skills, as well 
as a genuine artistic gift. Those are precisely the qualities that the great tar performer and ensemble 
leader Malik Mansourov possesses; they are certainly shared by the khanende, Gochag Askarov, 
and the kamanche performer, Elnur Mikayilov. 

I would like to draw your attention to the use of the nagara in this mugham: in the classical 
mugham tradition this percussion instrument is mostly used in rhythmic pieces. 

Uzeyir Hajibeyov, the founder of the Azerbaijani written classical music tradition and folk 
music theoretician, classified all oral Azerbaijani music as belonging in one of the three categories: 
1) measured melodies (bahrli hava), 2) non-measured melodies (bahrsiz hava), and 3) mixed-me- 
ter melodies, combining measured and non-measured melodies (garisig bahrli hava). Mugham 
belongs in the non-measured category, while the mixed-meter category includes the so called zdr- 
bi-mugham, a sub-genre of mugham. Zdrbi-mugham literally translates as “mugham with a beat”; 
it combines the features of mugham, such as the non-measured melody, with the features of the 
instrumental genre called dirinqgi, which belongs in the measured category. Confusingly, dirinqi are 
quite often classified as zdrbi-mugham*. Meanwhile the texture of zdrbi-mugham is not as homoge- 
neous as that of diringi; it contains two contrasting genre and rhythmic planes. One is represented 
by melodic and rhythmic ostinato, instrumental tutti, middle or lower register; the other is repre- 
sented by a free-flowing vocal solo melody in the upper register, not constrained by meter (audio 
ex. 4). In my opinion, zdrbi-mugham can be described as an example of contrasting polyphonic 
texture. Such texture is also typical for the ashiq genre, shikdste, that constitutes a part of mugham 
singers’ repertory (audio ex. 5). Both genres are noted for their emotional power and expressivity 
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that is probably more explicit and straightforward compared to mugham and measured pieces of the 
mugham repertory. Evidently, this is largely due to rhythmic contrast that breaks up the evenness 
of the melodic contours. 

The same technique was used to the same effect in the episode Zi/ Zabul in the above-men- 
tioned Dastgah Zabul Segah performed by Gochag Askarov. Zil Zabul does not belong to the genre 
of zarbi-mugham. Here the musicians just used a polyrhythm typical for zarbi-mugham and shi- 
kdste, thus employing a traditional musical technique. We find similar instances in the work of the 
great Alim Qasimov, notably in the mugham Bayati Shiraz that he performed in 1996 in his solo 
concert at the Théatre de la Ville, in Paris. Note that in both cases the idea was co-conceived, if not 
conceived solely, by Malik Mansourov. His later experiment, Mugham Chahargah, that Gochag 
Askarov’s Mugham ensemble performed in 2010 at the BBC Maida Vale Studious in London is 
consistently polyrhythmic. Some other musicians are also attempting to go in this direction after 
Malik Mansourov. Thus, with the beat and polyrhythmic episodes added to the traditional mugham 
texture, and with the prominence of rhythm as such increasing in mugham performance practice, 
we see a new trend that is still full of artistic potential. In my opinion, this trend stems from the 
increasingly prominent role that rhythm has for modern public ear through modern listening culture 
and the priority of the energy of movement over the energy of thought, that is typical for mass 
conscience. 

The turn to rhythm in mugham performance lends this music stronger expressivity, while sim- 
plifying the nature of it: in this I see the unconscious intention to bring the elitist classical mugham 
to the mass audience. On the other hand, analysing the musical texture of modern mugham we see 
the growing sophistication of its techniques and forms, its increasingly polyphonic texture and, by 
way of generalisation, increasingly polyphonic musical thinking. 


Notes 


'Mugham ensembles may consist of more players but in the performance of mugham per se, the number 
of actually used instruments rarely exceeds five or six. The typically used instruments include sar, 
kamanche, oud, ganun, balaban and, less often, Azerbaijani garmon. All these instruments do not 
necessarily play simultaneously 


> Unlike the tar which was becoming a solo instrument as far back as the early 20" century, the kamanche 
then remained in the background. Also, in the first half of the 20" century kamanche performers were 
often Armenian and, though very competent players, did not always have a profound knowledge of 
mugham and its rules of constructing and sequencing musical phrases. In our time, such imprecise 
knowledge of the mugham tradition is noticeable in the playing of such a distinguished musician as 
Dyivan Gasparian, as well as of the prominent American musician, Jeffrey Werbock 


> The entire Russian text of the presentation can be accessed at www.musicmuseum.az/turksoy2010/ 
tsrez22.d 


* Zarbi-mugham can be performed both as one of the final parts of a cyclic composition, ddstgah, or as a 
separate piece of music. Sometimes the musicians, depending on their artistic aim, may omit the vocal 
part in a zdrbi-mugham and only perform its rhythmic parts. This is most often done within the ddstgah 
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cycle. In such cases the piece is still referred to as zdrbi-mugham despite having lost its characteristic 
feature. This may explain the terminology controversy 


Audio examples 


. Gilyanaq Mammadova. Beste-Nigar/Chahargah, Caravan of Mugham Melodies. Traditional Music of 


Azerbaijan, series directed by Sanubar Baghirova Turin, 2012, Felmay Records, fy 8196, 1 CD 


. Alim Qasimov. Zil Bayati Shiraz, Alim Qasimov. Azerbaijan. L-art du Mugham, Paris, 1997, OCORA 


C 560112, 1 CD 


. Gochag Askarov. Dastgah Zabul Segah. Gochag Askarov. Mugham. Traditional Music of Azerbaijan, 


series directed by Sanubar Baghirova Turin, 2011, Felmay Records, fy 8183, 1 CD 


. Alim Qasimov. Zarbi Uzzal. Alim Qasimov. Azerbaijan. L’art du Mugham, Paris, 1997, OCORA C 


560112, 1 CD 


. Alim Qasimov. Shirvan Shikestesi. Alim Qasimov. Love's deep ocean, Frankfurt/Main, 2000, Network 


34.411, 1CD 
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NIHJIONL SVIAMbLSILIDN) JBNGLBNL3SNMIDINL 
NELGSMIGIESILNN IM939NbI9NSEN BILTAMGINN IILNS' 


NVWMAJgnab LdbMgn-sdmbogmgaob dogo Begab Lobs30%mby Kemenche (Jodobhs — 
y6oM0) ceo Tulum (mjemndo - a7@sb30M%0) dbodgbgemmg0b6n Jhogembdosbo bo3%39600. 
Jodobhs Lodbadosbo boembayMma gommoabms, oyemada jo — 89GoMs MMAL&\3Z0M0sbo avy~oob- 
830M. 09 MyQambda JEgbmgMgdmomgZab MMgZg AYM Cd EM]I~] BsMIMs@agbb Yy3gmo%b] 
ZoBM3g9mgoyem bombyM AgbogomyM bo3Mo3b. 

Babsdeogdsmy AmbbLybgda0b dobsbos dhogombdosbdob 3mbGHJbGdo FsMdmoeaobmb 
09 MOLAMyI_ZGHQd0b Mogabgd4yMQd9d0 Es a8—mgmb wWodoRQM|dgm@ma 9Ma7d968 960 od MQ- 
gombdo ImmagmbonMmdab sMbygdmdob dgbobgd. ogo 96939 dga(3zogb oboe 06gmMMdo(300b 
MMHa39 OELH|MAIgZEGBabL LAM AI®qQMobs eo bodgdILMymgde~mm HgJ6o30do 9d dmemm CEMMbL 
IMAb~GoMo (33~momMg|dgdabs Es ObLAMydI_Z Sym 8memngmbosby Jomo go3zemgbab dgbobgd. 


we * 


dog0 BEgZo Awe Jd9Mg{MdbL sMdmbogmgm g3gMmd8ab daob Dobogob AMeammyambs we 
430M] sboab bLodbGgob drmoab, smdmbogmgmam Dob gogzobos, bmeam wobo3mgm0n 
do~myebgmab bobgZ0M3ybdyemn ghodmgMygds. doga0 BEgab smdmbosgmgm Myga0mbo Jeg- 
S9M]Mdb AMEAMM-sMdmbsgmgam YM|gado, LofoMaggemmb J7zoMdmoe@, Lows(3 (30(3o- 
dM Cd Jesh bLobss8oMmMby deEnbsM]79d0 BEgsda bgmdgdom fobh4gMgde@ fogc@nb yd. 
dJgegeab aodm, LobosoMme@osb J3gy6bob dows HyaMaGmMosbg Jgbgme dgbodmgdgmos Mod- 
(96009 306MM ~Cod~mmdom, bEgab ~mba~sb 3. 000-~wob 4. 000 d98Mbq Iegd0M%9 joh3- 
omob (msbobGo6ob) Jgr@om. 9b qz06s 3690 Jd6ob momdab y6y398 ggr~egmb, Mmdgemna:3 
bobsdoMmb dows GH yMoGmMoaab|sb 9(3903939db- AMeo~mmgamab396 IadoMayemn Jomomo 
BIMOMd da bdaMo Hyggdamss WogoMayma. od sj6gdM0gZ0 BaMMdgdab aodm dogob B~mgab 
Lobs80Mm obmmoMgdqymoas sboHMmoobsasb. 

dog0 BEgab smdmbogmgm Mygaombdo od3gMngG60, JIsMaggImo bomobygQombo we o4f 
wobobergdyemo bsembgd0 dagen ab&mMoaab gobdogemedsdo (36mgMmd~@g9696 gdoaMe(30- 
abs @s doaMo300b, Jgdmbyggdab, mdgd0b 80Mmdgddo, MmMIAg@mms dobsbai3 oym bLogog- 
AM adbgdob ao3zmbHMmmgdo ws JoMmge, JabombgMyAma Iramgebgmds, MamagayMH-jy~m- 
HAMAM EsdyMmds Eo bs~@mbgdaob as~wobobengds. 9d dobj bom oJ IMogZ0em0 Lbgo@obb3s 
gaba3Ma BoMdmdmdabs eo 3ymBqmoab xayexo dgqgmMoe es dggMbys gAmdobgmb. Lbgo- 
@obb3e Mya,omMbyy~m MIL drmMab QMoagMmyegdaMds Mogabo y3g0mMo WCoGBMg0. yggmoby 
Dbadgbgemmgaba boembgd0, 306(3 EE|Zr6EO@g~™ ByEMByMoby soMe@sdoMa asg~mg96o oJmboo, 
oMosb yo3shomgdn, Lbgo@obb3o boMdmdmdob oyM4yomo mgdgd0, Mmdsgemgd0 (d9%db69d0, 
ZoJMabLGoosbgdyemn seEgommdMaga mgdgd0, MHaMeEmMAbLo Ed sMo-d4nbLy~mdsbo on 490) 
Mmsbgjd0, JoMggmgd0 ws bLmdbgdo. 

ds30 Segob smdmbogamgm LobsdoMHimdg gogM3gmgoqemo bo3M93960 9d gymByMyen 
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QMoaagMage3mg6ob sbobs396. doqbgw@og0@ odobs, Mmd Moeme@EgbmdMago~@ od Mga0mb- 
do 03 My abg d93M%0 ObLAMyIZ6GO agbg~@gdo, MaMM|ye@ma domasba bmdab, Bymdob, 
L&amabs w@s HgJbagqMa mMagbHo(300b HgZembodoMabom agohgg6gdb Mgaombyyemn o~a- 
AMIE |d9MJMdawM g5dM{3gq}EM Nreoo~wghs IMsgoemg{Mmgbgdob, Mo(3 0d AMogomayg{MmgZb6gd0b 
doSgbgQd0b 33emggab on3amgdmmmdsb gobsdoMmdgdb. 0d Mgg0mbob Imbs(39dgdb dg 2002 
Bemagsb 33M Jde@0. bogdb3ge@a(3om fobsbyMgd0b mobsbdsew, aodmge3cm0by 24 AgbLazoe@~- 
Moa gobbb303960. ob939, My aogamgemoabbabygdm 0d GB MAMMagQdb9(3, Lows(3 bo3gqe~q 
Loddomgdo 0M fodaGsMgdn0, Jgbodsdaboe, gobbbg039d9ms Mome@gbmds 73MM as0bMe9- 
do. MMaMM(3 ‘%gdIMO(3 9E360dbg, gh MAdgda0b gobbobemgadobaosb oMab wWogogdaMgdqjmo. 

30 Bmasw@a obQ|mMMds300b dadega, Mgagombob mM dbodgbge~mmgeb AMsgoembIoob 
bo3M5309, Jodobhobs wo myend'dg dg3ghgMegdo. 3R04MMd, 4yRMm~m Imdagdnsba af6gd0 9d 
LogMseggdab asbbbgog9dqmoew aodmygbgdab Lojzombab aobbomge Jomo s@aamd~@gdsoMgm- 
dab dabgegame ws adob gomgomoabbobgdom, my Mo gogmgbob obegbb gb asbbb30390%- 
mds dom IMog0mbIos6md0b9. 

Lodmaseme, Jodobho, oymdmsb dgw@sMgd0m, MaQaMmbdo 47RMAM BoMaMeE aodmo- 
yg0goo. ob, doMoms@se@, a03gA(39~MgJdqmos IJmo dozobmgabsoMgamab bm~mby, Lodbybo- 
C6 8mMgQsd—g. MI(35, MyemIo AGGoe aodmaygbgd9 Mobgb Mga0mbdo, Jomo) hoogmoab 
(modqMoe@ 4993930) da~@sdmgddo, 9bg39, OPIMbsZ~M MAM Ed, Bsba~mmdmMng, AMeEo~mM|a 
sbsGmmoab dagdab 4306s 39M@Md9d%]. goMe@s odobs, abSgbbayMo dogMagoob godm, 
Jodsbhs Es OYQmda aozZME3gmgeyemos obgm Myga0mbgddo, bLo~@s(3 bombo ombodbyyemo 
Agaombgdn@sboo Asdmbobemgdyemo. MZam Mgaombdo gb mMa bogMog0 bsMIms@ag6b mm 
doMams@ Ed adbbb630g9d4q~m Bmemybb, Mob a0d—3 domo 0968 Q039(309 YZgIMo'°b] M3Zoe~- 
Lohobme LEmmMy@ soo dgbodmgdgemo. sdoGmd, Agdo sbHam, 43MM LEmMMa ofbgdo, my 
4md936™M dmb5339Mg9ddo 9d obb8Mdg68 gdb (39eM-(39039 Qobgobo~@o3. 

SMIMbSgm|m dogobBmgabsoMs Mygaombdo Jodobhe dgndengds obmMeEgdmeagh, Mmamh:3 
‘kemendze’, “cemence’, ‘gemence’ @o ‘kemane’. Mga0mbdo ~wobsbegdqema dgMdbyemg6m- 
3060 dmbobenggd0 ws bodgMdbgmdo d(36mg3gMJd0 bombo dogobmgabsoM gmo@sb, Jodobhob, 
06939, 6me@g596 maMob. dogo Begab Jodobheb Lodo Lodo sqgb. emgh bodgd0 ggmm@gds 
Ig7Gommabgob, mvydy3o0 bsMbye~do Dgw@o Jsmomo 2 Lodo bbmmogabasb IbseE~@ IdM. ~Godo~™m 
bLodb gbmegdo bom (zil)’, dgob — bogom (sagir), do@sels 30 — 60d geo (bam teli) (Saygun, 
1937: 17). dg Lodo sGob bsbmogab, bmerm Jomo BoMdImseagbb mJmGmb dob (Cihanoglu, 
2004: 242). bes MMH bLodb obg939 qEmm@gde@bg6 Bdobews bodgdb. ,qdbbga0mgb bLodb, bae~ab 
ZoMed, qorm@gd@b96 obg39 bogom bodb" (Senel, 1994: 180). adgZgn9Ms@, bra s~@aocrgddo 
dob Jgademgds 0b939 mabo Lodag Sfmbe@gb, JogmMsd boembb 9d ~sdoGJdom0 Ladobsmgab ob- 
oma bobgmo 0% dgqMmdggos. HmamM3 36g~o3gm, Lodbadosb Jodobhob gman &mboge ob, 
bam mabbodosbo Jodobho mMHo &mbagob JobomgdseEss WsdbsEgdymo Eo, Jgbododoboe, 
DgdLMmgdgemb dgydemns AMM Jodobhsd] MMHo Lbgo@obb3o G®mbogo asdmayg6mb. 

dogo degab Jodobhodg AgyerdoM) wo IeEamdeMy 8mda(309dd0 3M9396. LOmm 
(ddmM%]q_ dobby ~wo3gMo Dgbodmgdgemos bLosMymob CEMMbs3. 3qM Mg0bsoM@Ids 
Cos~@anbs, Md ~ago Hmdob Jodobhoby IegmdsM) 8mba309do (533M dogemos ~s Jobb 
INEMISM) 8Mba(300d0 NES ~onyMo (Reinhard, 1966: 26). 3039605 9b939 o@badbs, md 
43MM smdmbo3gmgm Myaambygddo Jodobhob Gmds obMegds Es dobbyq Ixw@mdsm) 38mbo- 
(309d0 939396 (Picken, 1975: 301). 08 o6b&M 9968 93d], Ig&Gamoew, Jg6mdgddo, 3993- 
990da, 3oM3g9ddo 43M0396, MNd(30 — JepRob 80Mmdgddo(3 Jgadengds. oy Jahodo ImMmbob 


anM|gnab smdmbogmgm dogobmgabsamgmab 
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6MHq domosb odBMeEgd0, dagm xYangRb gman Jodobho oM ymombab — dadbMeyemgdemgob 
Logo dagbajgmbgd0 9doGgd006 Mognsbao Jodsbhgdam ws dmdMsmdg6 bHaymoe, obg, Hmd 
Agboge yggmob gbdImegb. 

Jodobhoby ~93M9396 bod9d%9q Mamgdab woggmam. Lo3Mogob sagdqemgdab I99d39™- 
dom, dobby dgbodemgdgmos dgmmenab domosb L6MsQ0@ ~wsg3gMs. Jodobhob bgdb 96mea9- 
do “sayta”, “zayta”. b9dob gmmdab G®yJ6ago domosb dbodgbgmmgobqos, gobbo3yomydon 
docmsb L6MoQ0 dmIg7bG gdabmgab. dg 80 Lodgo~eMmgabomg0b Y“bgbob dys bgdab bg30m 
byemames wogodammo. 

AmMeEgbs73 dom~mme ba~mab Lado 93%9396, gMao Lodo godmaygbgdo, BmaxgM yo 
6990 dgadgds mHo Ladob LosomabsoMme dmdMomdegb. 0d gbom absMdmgds 3306», 
Ladb&o, bg88ado Eo L6go ab MZ0mgd0. Cosg3Mob EMMb ObGyM30Emgdb dmMab aohgbomo 
8MMOQMbaYMa MA dMbobbo od MaAQOMboab boe~mbob B_xMBQMy~ ImomMoGB Gob 330h3g96- 
gob. IMsg0embdosbmds Ags bodgdd9 Jon~ gd 9d bod9d%g ghamo Es 09939 MamMab gMa- 
CONMso ogfgMam. d9d%q dagMab boMIMI{Ibobsb Jays bLodgd0, MmammM3 Bgba, Wooo. 9da- 
30MdE, Jb Ledyoemgdob ademggo abImeagh y3gemo obSgMZoem0, Lagyben~@sb mJ8o30d~@9. 

y3gemob9 ao3M(3gemgoqemo bg9d0, MMIACoabLasbs3 Jodsbhs IdseE~@ ds, sMHab Mg, s~myjd- 
SMD, 3JH3MS Ed Jemnogo. Sdyods~e Jodobhob LyMmbacb o39mgdg96, Mo(3 Lym 4RMM 38m8- 
aqemoMama begds Ed dabo boMdmgdo/3 OBME ds. LogMsg0 goMg~@ob WCogQeMAm@ns Bsdgab 
bob doboemam. Jodobhab mds Lbgo@obbgoo. 1984 Bgmb AnbLGogo Exydobds goosbs~mo%bo 
Jodobhe, MMI~@oab bLogmdg 57 bd. oym; se@bsb Lowyaobdo dgabbo3ms 58 bd. Loamdobs wes 
56.9 bd. Loamdob Jodob6Rgd0 (Gobdgd0) (Saygun, 1937: 16). ds3d-j~e Moyng gobndoss~mdo 
1937 6. smbymo 60 Ld. Logmdob Jodobho (Gazimihal, 1929: 82), bmem 1938 Bomb (36~- 
dns Agbagmbds LyMdIg76j@s6 3ybg0b ~ams3gMds — 65 LI. Logsdob JodobRo (Duman, 
2004: 83). goMes sdabo, BooMgm0b axbsod gobmds Msd~@ bod obbLSMydIg6Go amMye~m9- 
©o6 ~s smbodbs Joma bLoamdg 55 bd. (Giinay, 1998: 474). IIB Mg0bsoMEdS 1963 Bgmb 
dgMmoabob gnobmemaoab dgbygqdabmgob dgadnbs Jodobhygd0, MmMIgmmes bLoaMdg oy 35.3 
Ld-c@06 73.5 b9.-d~g. od JodobAgda~@s6 bmangMab ofgb BmbMgQd0, Bmangmob — oMoe. 
OAI(3o CE gabomgab Jodobhab gAgGgLMdb 7 obobo wg_3gmMMoGoym wobodbyengdob ob- 
Majomgdgb.. 

Jodobhob Loamdg daba dagMab dobsboomgdgmgdab boyggagbm obengo8mMo. 4R3%™ 
dm3emg Jodobhob se@aammdMaggdo bm ogdg6 ‘ince kemenche’ 96) mbgm@ Jodobheb. 30396- 
do aodMng3m™05 996L63939d0 LobJgdo amMgmgbs ws smdIMbogmgamam — HMHodbmboabs wes 
Mobgb Jodsbhgab dmMob (Picken, 1975: 296). gb asbbb303939 wsg3Mab HgJ6030d9 obegbb 
Zogmgbob. qRMmr mbgemo Jodobhse aodmnyg6gd0 L6MsQ0 Agemmengd0b wobosgMo30e@, b49- 
mo abL8My996G ]d0 30 — ‘turku’ dg~mmengdabs wos 980340 LodImgMgdabagob. gb aomg- 
dmgds 0b939 aogmmgbob sbegbb dob 3memagmbaym dgbodemgdemmdgd%5. 

bsembyMa ws g8ogyqMa Lodegmgdab y3gmobg Eododym g80omegddo bgdo 76969 bo- 
mab Lodb @o Lodegms qbabmbdo yogmb. goMe@e sdobo, days Ladb godd-qemo mba vygomMogb 
©d, SdagZ9MSE, Age~mensdo abdab 339MHo, 3306GHo, bab Go, bg8Godo Es MAGogo. Mme@g- 
Lig. dmdMomdos 8mbo30b396, bgdo g69d9 300 bLadb, bmeam Sbg@s MMa Lado woggMagmos, 
Hams(3 danmbg30 Logybeabs wo HM300b yrQMosemds. IMMMbab doc~mosb L6MsQ0 dgm- 
Meagdab ydgSgbmdsdo dd bLodab godmygb6gdom s89mMomgmynM 339MHJdb domob bodo 
ZobbLbg039d4yem0 Bmbo abdab. gb sdemagMmgdb yrgmMosemdob wos BMeob dob o68gb6Lagmdob 
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IMogombdosbmdob dgJd6ob M3gombobMabom; bdmg069d0 md ImMMbabL Jgbododobo oymb, 
930 9QRMM bdsdsmms joes yogmegb (oqroomiog. 1). 

qodobhob Bymdob Lob &gdob “ayar” 76megdo. Jodobho sabymds 339M&gdom wo Bmbago 
Mob dys Lodo. dggmoe@ og0 Lomm bogMogo@ godmaygbgdmee eo dabo bymds do~mby 
doMHagZ0 ay~, oH ay Lbgo ®mbgdmob6 Jgmobbdgdob MgoemMo bogoMmgds. EMggzo6~@gemoa 
BoMAM|do0b BaMMmdgddo Jodobhob ymb3Mg{®ymo GHrbo3o ofgh wo Gymdo3 od GHrbo3zob 
dabgje@30M 9nggd0. 9dO8Md, Mo~@gsb Jodobhab Hmds dgd3aMgQd~yemno, bream &mbgd0 ao- 
demagMgoqena, 09 asbbb3039d9d0b dgbodsdoboew, bymdob bob&gdo(3_ dg(3ge@oamos. 

1967 B9emb, JodsbRob (36mdomo JgdILMyengdgemo bLoMin MBHyM30b Bymdob bigdoo FH- 
B-E (Senel, 1994: 180). Cobogegmne@ob smdmbsgegoob396 JodsbRob Bmds ob6G~@gQdo, Jobo 
Bymda3 993MM agbgdo. oJ 0339mg9d0 dgd~@ga0 Bymdgdo0: E-A-D, D-G-C, C-F-B b , B-E-A, 
A-D-G. 954 dmygsbogmo mobdndeg3{gMmdgdab goMes, oMbygdmodb bLbgo &o89d0(3, MmMdAgmbs3 
JomeEgds ,oyemqdob Bgbo* (‘Tulumi order’) @s »3Mhggob Bgbo* (‘kécek order’). bowasbo 
oMbadbs3b, HMI ,ayemadob Bgbam" msbdode@g3Mmde sbgmos — A-D-A, ,3mAggob Bgboo" 
go — CH-FH-G# (Saygun, 1937: 18) (seyeoomdog. 2). sMbadbyyemn gob6bb63039d4em0 mobd0d- 
193MMdgd0b sMbgdmds WOE asgoamm, MAmamM3 0d LogMoggdo0b IMogoe~™bdosbo LAMy4- 
AyAMab AmbgbMaggdob (3eE@0. OAeydob mobdndeggMmdob godmygbgdab wMmb, J3g9e@0 
2 boda abymds 43MM 3306God9, 30EM] 33g0M% God] Co dam sobb69de Jobo bobge@a/3 
— godobho sbymdamns Hymydab 8mmgmbayMa LAMYI®jMom. 3rhg3ob msbdode93- 
Amdabagob, qsoMoGgboe, Ibbgoe~mo0 bodgd0 asdmaygbgd0, Jodab, Mmegbs3 boa~ bodo 
BobommmdmMagoes woggMama ws Jomemme go~osbbydos godmagMgdyemo bo~ab bodob aod- 
Mygbgdom. CMglbeEMmgmdam gb MsbdnI@ |3ZMHmds odZgnsMs@ godImaygbgds. YRMM dg80(3; 
IgysdseE Lb3go MobdInI~G|3ZMMdo aodmaygbgds, Low~@s(3 Hg~@o 2 badd] Yyogmb 330MHo, bream 
Jggm@e MM] jo — Bg0bGo. gh mobdIndeEg3{Mmds go{M(3g9~mgdqemos JbLbg0~m Jodobhoby ws 
aodmaygbgdo A-E-A @s G-D-G. Igmmene 033%]d9 dys Lbodby Es Mos 409 boddbg bgdob 
Q9(3793JSOM Boomgd9 JEg~a@o 33S. 

1950-n960 Bemgdo@o6 Mmoga~@ob BmrByMoMym beEgds HMoea3oqjmo Iqba3o bobge@- 
Bmegdom “Karadeniz tirktisti”, dgde@ga 30 — 43MM MobsdjgmMHmg9 geme@gMab yomow@gbo- 
dma Aybogs. 1990-osbgd0~@06 ab LobagboMegd9 sbo~m QmMdodo. sdob Jaw Ja0@ ~onb- 
ygb Jodobhabs eo ogqemydob Gmy3 xXayagddo aodmygbgdo. abLAMyI7F6G qd0b bdonMosbo 
JogMsemdob dgdggmdam, MmdAgmaA’Z EoboMBysImo Xagy7Qob, ymogadgdabs ws gosomab 
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ABDULLAH AKAT 
(TURKEY) 


INSTRUMENTAL POLYPHONIC FOLK MUSIC IN THE 
EASTERN BLACK SEA REGION OF TURKEY’ 


Kemenche and tulum are the notable polyphonic instruments at the Black Sea coast, in north- 
east of Turkey. Kemenche is a three-stringed fiddle and tulum is a small bagpipe which has two 
reeds. Both of them were and are still the most important and most played folk music instruments 
among the people living in this region. 

The aim of this paper is to indicate the particular characteristics of these instruments with 
regard to polyphony and to find reasonable answers for the existence of polyphony in this region. 
And it also includes new information about recent changes of the structures and playing techniques 
of both instruments and their effects on instrumental polyphony. 
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The Black Sea lies between the East European massif in the north and Asia Minor in the south, 
between Caucasia in the east and the Balkan Peninsula in the west. The eastern Black Sea region 
is located on the north-eastern Turkey, beside Georgia and has a steep, rocky coast with rivers 
that cascade through the gorges of the coastal ranges. Access inland from the coast is limited to a 
few narrow valleys because mountain ridges, with elevations of 3,000 to 4,000 meters in Kackar 
Mountains, form an almost unbroken wall separating the coast from the interior. The higher slopes 
facing north tend to be densely forested. Because of these natural conditions, the Black Sea coast 
historically has been isolated from Anatolia. 

The founded governments, empires and groups who settled in the Eastern Black sea region, 
throughout history was exposed to immigration and migration, invasions, wars conducted to control 
and dominate trade routes, missionary work, religious and cultural subjugation and resettlement 
policies. Many groups from diverse ethnic backgrounds and cultures for this reason mixed and 
merged in the Eastern Black sea region. The relationships between other regional communities left 
it’s traces. The most important of these communities, affected the culture today directly, are Kip- 
chak, Chepnie Turks and the other Turkish origin communities, Rums (Greeks, Evangalized native 
communities, some Orthodoxes such as non-muslim Turks), Lazs, Georgians, and Armenians. 

The instruments used in the Eastern Black sea region reflects this cultural interaction. The 
number of instruments used in the region although not many in number, each instrument in terms of 
size, tuning scheme, usage style and technical orientation, shows great varieties based on regional 
location. This condition arises the need to research the cause of this diversity. So, I have collected 
data from the region since 2002. I’ve just indicated 24 musical differences according to my field- 
works. Also we need to think the other areas except my fieldworks, so the number of different areas 
will be increasing. As I mentioned just before, it is related to settlements of communities. 

After these general information, rather than discussing this topic, I would like to talk about 
kemenche and tulum, the two main polyphonic instruments of the region. I think it will be more 
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beneficial to discuss the diverse utilization of these instruments based on their locations and the 
effects these differences had on their polyphony make up. 

In general, the use of kemenche compared to tulum is more widespread in the region. It’s 
prevalent along the Black sea coast line, ranging from Samsun to Hopa. However, tulum is more 
commonly used in an area between Cayeli a district of Rize and areas towards the east and partly 
behind Northern Anatolian mountains (southern) on its hillsides. Furthermore, due to excessive 
migration, it is very common to witness the use of kemenche and tulum in areas that the people 
from these regions have settled. Within the region the two instruments represents two dominant 
and different poles and the obvious identification of their used territories is possible because of this 
reason. Therefore, in the following sections I believe it would be more appropriate to cover these 
instruments separately. 

In the Eastern Blacksea region kemenche can be referred to as “kemendze’”’, “gemence’, “ge- 
mence” and “kemane”. The Greek speaking communities living in the region and the people from 
Black sea who live in Greece also say kemenche and “lyra”. The Black sea kemenche has 3 strings. 
The strings in our current times are made from metal, however in past the two top strings were made 
from gut. The bottom string is called “zil”, the middle string “sagir” and the top strings is called 
“bam teli” (Saygun, 1937: 17). The mid-string is gut and the “bam teli’” is golden thread (Cihanoglu, 
2004: 242). The top two strings were also referred to as the holy strings. “The thickest string apart 
from the zil string is referred to as sagir string” (Senel, 1994: 180). Although rare in certain areas it 
can also made up of 4 strings, people doesn’t give a new name the additional string. As it is seen, 
the kemenche has one tonic with Three-string and Four-string kemenches is made in order to get 
two tonic. So, the player can play two different tonics in one kemenche. 

The Black sea kemenche can be played in a seated or a standing position. In the plateaus it can 
be played whilst walking. Kurt Reinhard has stated that using the bigger sized kemenche in a stand- 
ing position is difficult and stressed that it should be played in a seated position (Reinhard, 1966: 
26). Laurence Picken also stated that in the more eastern areas as the size of the kemenche increases 
it is played in a seated position (Picken, 1975: 301). The instruments is played predominantly in 
indoor environments, cafes, plateau tents and can also be used in outdoor environments. In an out- 
door environment, if the horon ring increases in size, a single kemenche cannot sufficiently house 
the entire group and hence in such situations other musicians enter the scene with their kemenches 
and ensures by walking around the ring that everyone hears the music. 

Kemenche is played by pressing the fingers on to the strings. Because of its makeup it can 
play the melody very fast. The bow of the kemenche is called “sayta”, “zayta”. The bow technique 
is very important especially in high speed moments. The horse bristles above the sayta is pulled by 
hand to ensure tightness. 

When played only from the zil string, a single string is used and sometimes the bow can be 
rubbed against two strings. By this way the 5th, 6th, 7th and other intervals are performed. When 
played, the polyphonic resonance that occurs between quartet intervals, demonstrates the peoples 
cultural preferences of these regions. The polyphony is achieved for the middle strings by pressing 
the bam strings at the same time as the same finger. For the sounds that occur on the bam string the 
middle strings is usually left open. Thus, this enables for all the intervals to be heard from second 
to octave. 

The most common trees used in the making of kemenche are juniper, cherry, berry and plum. 
Currently kemenches are made from ivy trees which are becoming popular and manufacturing rate 
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is increasing. The cover is mostly made from the spruce tree. The kemenche is varies in size. In 
1984 Mustafa Duman analysed a kemenche which was 57cm in length. Another kemenche anal- 
ysed by Adnan Saygun is reported to be 58 cm in length and a different kemenche again measured 
by him in Rize was 56.9cm (Saygun, 1937: 16). Mahmut Ragip Gazimihal reported in 1937 a 
kemenche of 60 cm in length (Gazimihal, 1929: 82) and a very famous musician from Siirmene 
called Htiseyin Dilaver in 1938 analysed a kemenche which was 65cm in length (Duman, 2004: 
83). Furthermore, Hayrettin Giinay measured a number of kemenches from Gorele and reported 
their sizes to be 55cm. (Giinay, 1998: 474). The kemenches bought to Berlin’s Ethnology Museum 
by Kurt Reinhard in 1963 are reported to vary in size from 35.3cm to 73.5cm. Certain types of 
these kemenches have ties on their clavier whilst others don’t. However currently majority of the 
kemenches have ties for decorative reasons. 

The length of the kemenche is a good indicator for its sound characteristics. The shorter ke- 
menche is referred to by the locals as “ince kemenche” or thin kemenche. Picken has touched on 
the difference in thickness between kemenches from Gorele and far towards east of Trabzon in 
particular Sirmene and Rize (Picken, 1975: 296). This difference effects the way the kemenche is 
played. The thinner kemenches are used to play faster melodies and the thicker ones are used for 
“turku” melodies and epical songs. This situation also influences it’s polyphony ability. 

During the acute phases of the folk songs and epics the bow is applied on to the zil string 
and the song is expressed as unison. Furthermore, the middle string will hold pedal tone, and thus 
during 4th,5th,6th,7th, and 8th intervals, biphonic is heard throughout the melody. When moving 
towards tonic, the bow is applied on to the bam string and the top two strings are pressed which 
ensures 2nd and 3rd intervals are heard. In majority of very fast horon melodies, support from the 
bam string is used to express three different tones during parallel 4’s. This strengthens the sounds 
and increases its intensity in an attempt to create polyphony, because, in order for the horon to be 
to adequately heard, it needs to be played loudly (audio ex. 1). 

The tuning system for the kemenche is called “ayar”. The kemenche is tuned by 4th intervals 
and the middle string is the tonic. During the past times, the kemenche was played as a single in- 
strument and was tuned very primitively. There was no real requirement for it to match any tone. In 
current times, during manufacture the kemenche is built according to a particular tonic and tuning 
is done according to this tone. Therefore as the size of the kemenche is reduced and the tones are 
sharpened the tuning schema is altered to match this difference. 

In 1967, a famous kemenche player called Sirr1 Oztiirk’s tuning schema is F4#-B-E order 
(Senel, 1994: 180). As we move from west to east and the size of the kemenche increases the 
tuning tones thickens. By this E-A-D, D-G-C, C-F-B b , B-E-A, A-D-G types of tuning orders are 
observed. Apart from these tuning orders there are other orders which are called “tulum order” and 
“k6gek order”. Adnan Saygun has stated that the tulum order is A-D-A and the kéc¢ek order is C#- 
F#-G# (Saygun, 1937: 18) (audio ex. 2). The existence of these various orders should be interpreted 
as a way of ordering the polyphony make up of the instruments. During this utilization, the bottom 
two strings gap is tuned as a 5" rather than a 4" and it is understood from its name the kemenche its 
tuned to tulums polyphony make-up. For the kégek order, the thick strings are used primarily whilst 
the zil string is vaguely touched and only the cadences are strengthened by using the zil string. In 
our current times this order is rarely used. Moreover, currently another order used is tuning the top 
two strings as a 5" and the bottom two as a 4". This order is prevalent in thicker kemenche’s and 
the A-E-A and G-D-G orders are used. The melody is played on the middle string and by rubbing 
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the bow on to the open bam string a constant 5" is heard. 

Since the 1950’s, initially as traditional “Karadeniz tiirktisii” and eventually evolving into a 
more modern variety called Karadeniz music it started to popularize. Since the 1990’s it synthe- 
sized into a new form. Consequently kemenche and tulum was introduced to rock orchestra groups. 
Due to the instruments comatose sounds clashing with the harmonies of base, clavier and guitar the 
young generation altered the playing technique of the Kemenche. Due to this the polyphony make 
up shifted to homophony. Playing the Kemenche like a violin was seen by the young musicians as 
prestigious (audio ex. 3). Thus, these types of musicians are more popular and can find work easier 
in the music markets. This playing technique relies on a monophony make-up and the coma sounds 
are played in the tempered system. In order to be in harmony with the orchestra, 3" and 5" intervals 
is used rather than the traditional polyphony. However, implementing this method which is contrary 
to the instruments make up is difficult and rare. Despite this in albums, channel recordings are used 
so that 3! and 5" intervals are heard. Furthermore in many cases the kemenche is played as unison 
with a back vocal and the main vocals 3 and sometimes the 5" is heard. This changes the ke- 
menches traditional polyphony heard through parallel 4" and 2" to octave. It is possible to observe 
in the young generation the change in the public’s auditory preferences. Therefore the kemenche is 
experiencing a shift in its playing technique, becoming a violin or a kemane. 

The tulum is played by the residents of Hemsin and the Laz in Hemsin, Camlihemsin’s valleys 
and in the coastal regions of these territories. It is also played by the Georgians around Artvin. It’s 
also played rarely in the back hillsides of the region in Erzurum-lspir and Kars. In the past it is 
known to be played in entire eastern parts of Trabzon. For example, despite the tulum being popular 
and played in Of about 100 years ago, it is now not used. It’ also played by the migrated public in 
Greece. Similar to Kemenche, the Tulums playing technique, its structure and polyphony varies 
according to regions and communities. 

The tulum is made by first “hasil’”’ drying goat’s skin and inserting a mouth piece to the front 
right leg and a nav to its front left leg. In order to prevent any air from escaping after blowing in 
to the mouth piece a valve is inserted. The 3 cm of the approximately 11 cm length of the mouth 
piece is inserted in to the skin. Inside the nav, 2 equal 5 pitched reeds are inserted. In some cases 
wood pipes are used instead of reeds. In the region these are called analik. In order prevent air from 
escaping wax is used between the nav and the reeds. The analik are 17 cm in length and 1 cm in 
diameter. The width of the pitch is 7 mm and the holes between the pitches are approximately 2 
cm. In order for the nav to produce any sound, the most important 6-7cm component called dillik is 
inserted between the junction of the analik and the tulum. The Dillik are inserted at the both sides 
of the analik and are used for tuning. In the past tuning the tulum was done according to the musi- 
cians preferences, however due to its popularity and use within orchestra environments the tulums 
are now manufactured according to particular tones which are also aid in tuning. For example the 
measurements provided above are used in making of standard A tulum. In certain regions the skin 
is left undressed and in some it’s cased. This is an arbitrary choice and can change according to the 
musician’s preference. 

Compared to the previous structure, in Arvin’s Yusufeli and Savsat counties the tulum is 
slightly different. This difference related to the structure of the nav. They construct the bottom part 
of the nav by using bull horns. In addition to this they have 5 pitches in one and 3 pitches in the 
other analik. In particular Georgian settlements, they have | pitch next to 5 pitches. Therefore, in 
terms of polyphony it has different areas of use. In these regions, like others the tulum is played not 
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under the right arm but under the left arm. 

The register for the tulum compared to the Kemenche is restricted. It has a 5 tones scale and 
‘yeden’. For example A tulum composed of A-B-C-D-E notes will have an G tone and this is going 
to be achieved by shutting the both reeds at the same time. In order to achieve polyphony with the 
tulum, the holes on the deep side needs to be closed and for the other intervals one of the reeds 
will need to be closed whilst leaving the other one open. Generally by this method 3", 4" and 5" 
intervals are heard. When moving towards tonic 2" intervals are used more often, however this is 
not common during melodies. Despite having the potential to produce many intervals, the most 
common intervals that are heard are A-E, A-D, A-C and G-C. B-E, B-D and G-B compared to these 
are less heard. The other potential intervals are not used. Sometimes using vibration, trill, glissando 
type methods, and polyphony is heard double-tone or sometimes by 3rd tones occurring at the same 
time. The sounds that are produced by this is associated to goat and sheep sounds. For example, by 
holding on to the A note and with using the hitting technique on the reeds for the E note, you can 
achieve the rhythmic structure of the horon melody and double-tone are heard. Furthermore, by 
holding on to the bottom of A note and using the vibration technique with fast transitions from D 
and E notes, you can move between the 4" and 5" intervals and this often creates the 1-4-5 hearing. 
When the A-D interval is resonating and using the glissando technique slowly on the E note, it can 
be transformed into A-E and brings forth a unique sound (video ex. 1). Moreover, in the region and 
especially in Camlihemsin, another different method is that by closing the one of the reeds top 2 
pitches, which is D-E with waxing enables different playing techniques. This technical use is also 
similar to techniques used in Artvin (video ex. 2). 

Tulum like kemenche is also popularized in recent times. It is a popular instrument in Turkey 
and is used in orchestras. However, its 5 tone scale which is called Hiiseyni scale in Turkish music, 
provide compared to Kemenche, restricted possibilities. Popularized under ““Karadeniz mus?” cer- 
tain particular repertoires in this genre which are sung with kemenche are made up of Hicaz scale. 
The tulum players in order to accompany these traditional songs are producing tulums that can play 
the Hicaz 5". However the use for hicaz scale is not very widespread because of the difficulties in 
monophony and double-tone. Despite this there are musicians that use this. Remzi Bekar, when 
playing with the TRT folk music group manufactured a double holed tulum which enabled him to 
play G and A notes. With this method the scale for the tulum was increased to 6 tones. This also 
is not widespread, however in terms of polyphony is worth analyzing. Because of this, I obtained 
a lot of samples from Remzi Bekar. I analyzed the samples and observed that in terms of polyph- 
ony no differences existed. When playing through the A note, the exact same intervals were used 
compared to the standard tulum. Whereas introducing another pitch enables it to produce different 
double-tones, despite this, it was not used. The same pattern occurred when playing through the G 
note. Therefore it is understood that the 6 holed nav is not created to improve polyphony, but only 
play transpose with the same tulum. 

As a result it is rather intriguing that the two most popular instruments in the region having 
polyphony characteristics, despite polyphony not existing in vocal types. Understanding and ana- 
lyzing the cultural make and the differences between the regions will help to identify the historical 
make up of these instruments. The effects of Christianity and church polyphony had on the instru- 
ment is evident. On the other hand, both instruments displaying different characteristics according 
to their regions of use, demonstrates the intensity of the historical shifts that happened within this 
region. 
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There is a clear correlation between the polyphony make up of the kemenche and the tulum. 
The kemenche primarily enables 4" parallels and the many two-tone alternatives from 2" to octave, 
time to time a top 4" above a bottom 4", 5th, 6th and in similar intervals three-tone hearings. The 
tulum general make up which resonates the 3 and 5" intervals, repeats frequently the transitions 
between 4" to 5 or 3" to 4 and when hearing the 3" interval, playing a 2™ interval whilst moving 
towards tonic. 

Furthermore, the structure of the kemenche is more suitable for development. For this particu- 
lar reason, the new advances on the structure of the instrument and diversification of its polyphony 
potential compared to the tulum is more common. Moreover, also due to its uncomplicated applica- 
tion the kemenche can potentially gain more widespread usage. 


Notes 


' This paper is a part of the research supported by TUBITAK in the frames of International Post Doctoral 
Research Fellowship Program 

? Hasil is a special handling technique process. The goat skin is lied in a basin, which is full of with a 
special liquid, and waited a few days 
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Audio examples 


. Example of commonly used order in kemenche and hearing intervals, with the master kemenche player 


Picoglu Osman. Siksara Horon. 1929. Recorded by Istanbul Conservatory 


. Example of Tulum order, with Hasan Sézeri, 1950’s. KARMA Audio Archive 


. Example of new playing technique with Erkan Ketenci. Electro Kemenche, 2014. KARMA Audio 


Archive 


Video examples 


. Example of commonly used order in tulum and hearing intervals, with the master player Remzi Bekar. 


Gelin Cikarma Havasi (Donattiler Gelini). Recorded by Mustafa Gékay Ferah in Kadikéy/Istanbul. 
2015. Abdullah Akat Video Collection 


. Example of different Tulum order and playing techniques, with Biilent Bekar. Agis and Seydioglu. 


2015. Recorded by Abdullah Akat in Camlihemsin/Rize. KARMA Video Archive 
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MIBISlM IWIMGILN 
(0652005) 


8EISNL SBNMNL SMOSQNGNILN IMS39NVbINSEMS5 LOMRNENSIN 


Agbsgoem0 

Lomeabosdo g69d0b g3gnMgqmoab 8md3qemoMymo MamMognqMo Er|bsbboymydo Imbsb- 
Mob mabe BAmgegbombsemo dmd~gMemabasb Jgde@aoMo Loddmb avjoeab dagh LHAmo ds 
(Sassu, 1982). Msgabmsgo0e@ bLadmgMydo wage Agqbagmemanym obGgMgbLbL omdMogb domo 
Lohagmabs @so 3oMdmbayemn gobgamseMgda0b, Bmgoe~yMo godmdbsbggmmdab IMogom- 
39MM3Z6gd0b asdm (Agamennone, 1996; Arcangeli-Leydi-Morelli-Sassu, 1987; Leydi, 1991). 

boddmb abe bey gybymmeogh Mn Qmo ImsqmoMyAma MaSjomob y{gmo CMosdsG- 
emo, bamobems ao(3m3bemgdqemn Bobo~mab mobbemgdob 364(309 sgobMos. LoMenbosdo 
adgnsmoe@ oy Iggbegdom aybeyM Lodmgmeb, M73 Momm|y@o bdob Msd~@gbodg Imd- 
agMemoab dagh dgbmymgdob axymoabbddmdb: ®gMdobo by gybymGoy qRGAM Lo~mab sms 
bo3Mgdb bodbogb. Aggbb dgdImbgg30d0 bLoddmb 693960 — mabo ofGayMo 8Ameaxgbombsmo 
ImImM|Momo dadeEga bdIgdL BoMdmo~wagbg6: dobby (bassu), gag (oghe), Gb §%o (contra) 
230eboh9 (falsittu) (Macchiarella, 2012). 


a°6bb63039d cantu tenore-bs ws cantu a cuncordu L&ag~gdb dmmob 

oMbgdmdb Mode@g60d9 qdbadgbg~mmgobgbo gobbb303960 cantu a cuncordu-bo (3096- 
JGrOAoy — bodegmo) ©od goMase (36mdom cantu tenore-b bobodegmm L&o~mgdb dmmob. 9b 
3o6ob 369m oMdm(396e@o (363M0b goMoab dDbygQdbgd0b smobbermgeba SMoe~a(300@sb ws 
2005 B9emb dagbogeo gqm@®qmyemo dgd330@Mgmdab L&o&ybo UNESCO-b dagm. 306874 © 
896% 7do mambo bdss, doaMsd dahomee@n bdo (boghe) bLommb 39764(300b obMyengdb wo, 
Dobmsb, FAMsOJMONS, MMIQMA’Z LAGyY¥3{09M HIJLOL 6MIMa|gZ0db. Lb6go bdgd0 8oMd~- 
Bagqm @o MAGIQE mobbemgdsb 69396. dobxy Es ymbGMs bdgd0 Esdmy 30~@gdgembo oMoob 
Cd IM|Moasb Bg0bGob gRoMam|dda, Jsdob. Ar30 Agby 6mgdq 30093 RAM ~odeyjo~w9- 
SIME ZaMsMeE do. gh Lod~agMgdn LHAmMeO Jd0 LoMeEnbaym@ 96009 we daba dobMmymg|do- 
bob aodmayg69d0 bmMbabdagM gmzomayMo &g 46030 (g0@gmdoQ. 1). 

cantu a cuncordu-do 9b939 mobo bdes (bassu, oghe, contra, falsittu). obob0 gmabe 
God 04939 Mrmb obMyengdg6. HJLGL mambag9 bdo shMymgdb dommme momnbyMog, 
gZobbogqmMydam 369d0b 330M gqQmab aobdogmmdsdo; dg 803, gmgomyMo GBJ6ogo of of 
Imambgb bmmboabdagM JgbMyemgdob (Z0@gmd5Q. 2). 


39869 > sIbsrM@GL gmbSgdbho 

G26Gq o Gq_b3MMHoML IMs Jogo, doMams@se, ImiqmoMam MgemoaoyM womgbob- 
Boqmmgdmobss Esjzo3doMg{dyem0, aobbogymMy{dyemoe@ jo LoMeEaboyma MmaSyMaongayemo 
Bomgbeomab Ibadg6gmmgo06gb dmbs33gmmob — g6gd0b B30MQ~yEmmob. MMI(39 oMbIdMdL 
L630 dmd96G 9503, M30 YbzMMeoy LobymagMm ws boghM~ (3o3c~mgddo LMHNAmeNd0. 
LobymagMm MgdgMByoMaw@sb, dogomomose, Jga30gb dgbob mab bobomb (Kyrie, Glo- 
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ria, Sanctus, Agnus Dei), sb939 mosm0byG HaJLOgob Logswobbgs LobymagHm ws bogHm 
IgIMb3Zg30LMg0b (Vexilla regis, Tantum ergo, Regina coeli ~@s bb3.). 4436- I980(3, oJ 9- 
b9dmab gmbeb-ab (gosos) bobymagMm bodegmab weow@o ws IbodZb6jgem3960 badydgd0 
Lomeabaym gbob (Macchiarella, 2008). 

oJ bs3mgdo0 agoqgb gabgmMeogh bog%m bodydgd0, JoaMsd 3:b~@gd0m Msd~@g60d9 Lo- 
LaygoMqmm wo Lo&MgmRosemm bodydb. z763mMeoy, ob939, Igodengds IgbMymegh jgomgb- 
CoMycmo Bmab Lbgo@obb3e dbobymg9d95O4(3. 

Cantu a cuncordu -do bdgdob Mome@gbmds EseEagbom@mos ws JgLMyAm|dob eEMmb (330r- 
aM d9 oH beEgds. MNI(39 BMangMa MAI{MBwyoMdo daDLMyYmgdmoab EodoSgd0b boMyR by 
bdgd0 aoMMsagoqyemos, M9(3 JmMomyMo Jbeogomab obSgbbagmdob sdmagMygdb, Mmdgm- 
dag AeBoMamg|oyema gRo48qMms — cuncordu allargato obdobges. 


93039 OadLGo Lbgs@sbb3s asmgdmdo 

09R306a300b Mmobsbdoe, 77bymMeoy mab bdabmgabos dj4dboemo. gb yggmodg Logom- 
CVdYMmM Hgabgdo0, M93 BqmBqMyom OrMdoe@ o4(30, Msdegbse@o(3 ob mmba Lm~mobHab- 
0306 dgde~@goMa obbodd~@mob ag~geb odemagmydab. 

3093 JMan bonbG MLM Bod Go: LoMeaboob Lbgo~@ebb3g0 Mggombdo, bows yb 
GMAEOY 0IMJMH]d0, Ladeagmab momabyMa GyJbGo ByLGoe gImbggg30. AgbogomnMo ymd- 
86768950 aosbbb6Zo3~@gd0 Lbgo@obb30 Joq~megb dmmab, 9b asbbb3039d0 mgomdabs(39d09 
NZOM BIMAMsQay~@mse do~mosb sb~mmb Iegds%J GJa—A0mMb6g6do0 (Lortat-Jacob, 1998) (30c@- 
gmdoa. 3-6). 


Bdnbes 330M> 

G28 gyb3mmeonbagob ygqgmobg dbadgbgemg06 dmgmgbob boMdmow@agob 8o0mMam@- 
OG®DMg0g3qmo AbobyMy7dgd0 36gd0b 330M gqemab aobdogmmdsdo, MmdIgmbs(3 Lbgo@obb3s 
Loddmgdobao6 dgde@asmo axbegdo sbMymgdg6 (Atzori, 2003). gb ob MoGyomgdos, Mmd- 
™g9d0(3 0M ADgeab yommmagagma g3emgboob m@a3omyM MmoGqMaojo0do, JoaMod ~od39- 
SyEMad SEgZammMdMaga bobymagMm soMgd0b DbMoa~@cb. Myd(30 aba qe omobodbmb, 
Amd BoMbsyendo gb MoG®yomgydo sg9MomeEymse a3Mdomgdmeas Lb6gs~@obb30 MgmngoqMo 
Lodmasemgdob dagM. bodbyboMme, gh o3Gdomg3g60 bgmb qdeow@s HMoe@a300b dobom- 
Ayb9d0b, Msdo(3 Jg~@gaoe@ cuncordu-b M93gMByoMab Bsbo~mab CwogoMagzo aodmbgne; ob, 
Mo(3 Bg8oMds GHMo@0(309d dgdmagobsbs, Logdome@ IboMoo. 

gb MHaSpoemgdo dgagogb ma®obogdb, aobsbomgdyemb g3gemgboaab Logo@obb3e bdobwo 
seEgamob, M73 JMabLA® Lb Gsdgd0b Logoe@obb30 Imdg6Hab LoddmeraMa godmboSqjmgdoo. 
g3@nghosda smdoMaqmns JHab&J — se@odosbob Smdob bob Jobeo3g9d0 ImdMog0 930M939- 
dom, MMI~oab Loggeomoab bL3gbo bsMIMe@Eagbab (3968 MomyMa g30dME00 (Bernardi, 1991). 
gb MasmoabSyMa Jo6eo39d0 9d soMomnG®yMaazyomo 3ghgImbaob mM dbadgbgemmg06 dm- 
I7GGL GsMdmshgb6b, 39%dme, Myzo~myG yx3{0%(390b (incravamentu) es Bob asMesdmbbb6ob 


(iscravamentu). 


bab Ggerghygage 
JMob Sob aoMedmbbbs x{gMa~@eb, ob) iscravamentu, (396HMoemyMo g80%mens bdob- 


Cod BoMdme@agbodo ws BoB{MEZgmgdyemns LoMenboab y3qemo Mgaombdo, bowe(3 gh HMow@o- 
(309 dgdmMfie. Lodegmab mogabgd4Mgd960 a(33mgdo Jomo gdob dobg@30m. ImbbLybgd0do 


369d0b 330Mab HMo@agayema IMsgombdIns6mMdo LoMenbosdo 381 


Zab99dM9d Jomeame Jomo) bLb6Hqeybymeyrmdg, bow@o(3 1988 6. gow@sg0mg gBomdoa by 
J7bgMMEOY. dd Bamdds 1989 B9emb 89M0%do dooEm Yq@mhabmbab 38M0%bo (Bilan du Film 
Ethnographique de Jean Rouch) (Morelli, 1993). 

Lob SyjembyMmye sMab Jocmojo mMabGob6mb 8MAmgba309do, HMI~@OabL Imbob~m ds 3000-b 
3M 9Jd9G do; LodmgMgd0m, sAMMygqmByMams wo bgrmboyMa dgyMbgmdom. BMob- 
(3obge6gmods 69M9dd9 1473 Bgemb Lob &yemabymyxmdo dmbsbGyMo woogqdbgb. LoboMo- 
C6 eEmdAgbagsbgmams bLoddImb fodmbymob dgd~@ga 1605 Bgemb bo6Gm MAmboeMagh boddim 
Rodmyommndg@s (Sa Cunfraria ‘e Su Rosariu), AmAgmas b9agMgQd0b qIGegbrdo Iydgd0 wo 
Abygdbgd0 boMdmse@ag6eEbg6. gb boddm, Jobo ~wossMbygdob Ema~sb mMasbodgdob bg- 
30d B6gd0b B30Mgqmab LobymagMm bobsbomgdbs Eo Loaybeam bsMIm@ a969db. domo 
8M9Q0309d0 Logygoyms Dobdom’dg qQbygaG2e Se@ogGgImeEs Eo EMQIQ] aMdgmegds 
(Mele, 1989). 

domo avyj6eoo, su Cuncordu ‘e su Rosariu, HmaAnH(3 8MsE0(309 Imambmg3g@s, mmbdo- 
o65E Aodmyomnde@s. dsb dgdmabsbs momobyMHa ws boMeEnboymoa HMsea3oyemo Hg389h- 
AHyMo, M93 MYay3osmyMa maGqMangqmo HyJbHgdobs wo oMgoyemmdog@sb JgdmMfhg- 
Boma begfm Bysmmgdob wow~gdamn bLobmgb0 smdmfbes. sdegboe, ob bsmdmowagbb 
MMHa BqmBqmoab bbogb, M(3 dabo JgbMymadoabob o68 g6bogmdobs eo boo~endemmydab 
SHIMLYIMML Bdoe@gob. gybeb yrggmms3ob 493M JodeEggeMa Syoge@o sw@gammdmMnggdb 
dmmob, MGmdgmba3 mo300E39 oMasb od LobyemagMm MoGwyomgdab mobsdmbsbamggd0. 
93MM 09803, IMLobegmdob yoMase oJgh aoob’Mygdqmmo Jobo Hmm LyumagMo Eo 3y@- 
HAMAM I7d330EMQMdOb ~Wo(339d0. 


cwagn byndsdsan 

bodM93EmM GodoMda boddm o(3m36emgob Loo@ndemm baMmdab MoSjoemb; mommy 
ImBogqmb bobedo doodgh bogqmabo MgnbM Es boy3g9d0. BabsddmgeMo go sbMym|db 
RBI bmdob30b MoGyomb (ga@gmdog. 7). 

Agbob dgbMymoadabsb bobymaghm 80MJd0 03M0dg9d006 goMdabob MMsGmMoydIoob, 
bows by gybgmMog sbMymgdb 80%39e bL&Mmg@b Miserere-~@sb. dgdega 8Mm(3gboo 
sbymdb Abgemgemmedob bsdMgg~mm HodMHab3g96, JMobGgbo es mgmobdIdmdmob Job6eo39- 
dgdam. BobsddergeMoa abbybgdb JmobGBgb 36gdgdb eo Logge@amb; YgoM3do bodbaobdvyemos 
RZMaL sMdoMamgom, MMIGmbs(3 oLMym|dg6 MobsdgamdMmdnb 693M gQ60, bey yybgmmoy 
go obhMymgdb Miserere-b Imde@g36—M Hog3b (Z0@gmd~5Q. 8). 


Bango 89%5b3930 

AMEgbs3 MRd30~myAMa MoG®QMans LHAmeo Jd9, LobymagMmr 80% Jd0 dow~nsb bod- 
Imb Godomdo. Jbgmgemmedobeb g3mgbosdo msb6 JosJgm JMabSgb aomMesdmbbb6ob moGym- 
goabagob sy i3amgdgemo bagmgdo. BabsddmgoMo BoMdsMm3h JMab&gb goMeodmbbb6ob 
bo 8y3m @Mosdob. boddmb Medegbadg bg3gM0 shMyamgdb aoMesdmbbb6ob, bmeram mMHa go — 
ambgd sModsmagmab Eo bagmegdybob Mmemdo bsMImMaZ0@a900. BoMIM@ a gbob mobbeng- 
dob qbggb by pybymmMog, Amdmay3 obhMymgob gmbobb — bobm8dm 80d69db bLoMenbo- 
“om gb6od9 (30@gmdoq. 9). 

499093 KZ°M(3ZIQEO JMabLS bo Es M3gmMabddmdmab Jobes3gdob Logygendo ~osGoMJ- 
496 Miserere-b 9mb6dg. goMdobob mMoSmMaydamsb JMabByb bLogqemmsb mm3gob o~- 
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03m9696. IAmbsbagdab ofGob Jgd~@ga boddmb 693gMg7d0 Imomogbgdg6 JMobGByb Logymb 
gobbob3gbgdgem Lobobemgdo, Mmdgmayg ~Woa(303b Job Amdsg0~mo0 Bemob yBgMRm@mob mob- 
dodoms9e@9 (mom. Dies Cinerum). Imagosbydom Dascmde~my|do wes sbo~masbMes Jgdb- 
Maymgdengda agMndgdos6 LogaMobg3g9edo Miserere-bs ~s Gosos sMoymMds~nn bom- 
ImeEagbob gobsdoMmse. gh qygobobgbgema yybyrmmMogh sbsma 693M Qd0b dgMAggab 
dgbodemgdemmdob adengg3o. abobo dsdob fssbs(3307g9d96 ,d3gmgob", Mmegbs3 gb ow30e9- 
dgmo asbegds (Z0@gmdog. 10). 

Aqgomosdob dadega MgmagoaynMa LodergMyd0 ogMdomgds Eo bsgMr wmpbobbowyemoab 
Jodo (Ajds, MMd~mg|d0(3 Abygdo Loavybeam LodmgM7domM Es IAM|Qmo Mmdab gobdog@medsdo, 
goMayMoysdeog aMmdgmeogds (Z30@g9mdoq. 11), 
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dobsbGonMa sgmMoameob dgdega, (534-1054 6.6.) LoMe@abq sd asosMs sMoambab domas3- 
geomdab g3mo (1323-1479), Imagosbgdam — gb8obgmomo dsoGmbmrdab qegmo, Gmdgma3 
1720 Bemsdeog aoaMdgmems. BmagagMaa LoMenboxymn Job~o39d9 gb3s6byMns ~s MoMa~- 
|Jdd sMsambyem-gb3s6qMHn 89MomeaM. do3bmgMab Job~@s 396960 ImdMs30 jow@qMyJd0n 
dodbaogbgdqmos gb3o6qm dmegmb eo 03 ob oMob dzIMbgg30M0, Mmd Lbgo@obb3e 
aL|MMagMbabL dog smabadbydo 3o3doM0 LoMeEnbaymna soMomnGyMao3yemo Ma8qjomoabs 
©d gb8sb4yMo0 daMgdab dfmbg mgoGMob mogabgdyMygdgob domob (Mele, 2002). 

adoabsmgob, Hd wsdgeanbs smbadbyma mogabgd4qMQd0b6n, 80-096 bergddo fogo8omg 
3302932 809HMM Lobybaosb gamse. 36mdomos, Hd Lodmjomo jm mdab EMMb, JMobSJb 
Jobeoggdoms wAMogmgbrds, Mmdmg|dbo3 yowyMgd0 gbbogdmeom, gb8obgmdo ~wobggb 
Cd (LdddHZMagL. 09 Job~o39d9dMob6 FMmsE ~WongoMas 93MI3Zq JMobH JL XgMo~sb aom- 
CordmbLbob Abasgba soMomoGyMgogqmo MoG®yomgdo, MMdm|dbo3 gb3s6byMow@ wybogb- 
@o0d76 8m (Desiendimento) gbme@go0. 

m9d(30, 06939, aAgbdgboo od seanemgdob dgbobgd, Low@s(3 HMse@a305 aBo~oMhes. mob- 
JoIeE_ZMyemo 33Emg30b dgdeEga sMIMBohabga dbadgbg~mmegobgbo badbgd0 smzo~ wgm 
Moamdo (Jomodo bggomooboeb sbeomb). og gh GaGoemo 33M03 (3M 3boemos Co LMM Nd0. 
ababo do~osb aogh Lomeaboym MoGyomgdb, aobbb30g9d0 domemme d(30M9 wg Soemgddoo. 
dor obMyengd96 moSqMaogob wobobMyamb, weobyMmym g3mgbosdo, domame docmosb 
BMG IMMBINEA|L MobeEsbbMyJdom. gs6bbg039d0m LoMenboobasb, 36gd0b soMobyg3ob 
MHaSHjoemdo dom 0H FoMogn IaogeMa seEgomo. qoRMm Dbod3Zbgm~mmgo0bo aosbbb3g039d 
33630969 LodmgMedo. gb3ebgmdo 39 dobge@gdam boMenbaymo ypaybymMoglh Ibas3b 
Lmamab&ms mmbb6dosbo axyjbeab Lodegmab &Moea 3b. gAmsegMman AygbogomyMo bom- 
Ime@agb6s aym bogGobo (saetas), dmjemg_ emgdbgdo0, Mmdemgdai3_ LHy~m~@gd0 gMmo0 Imd- 
agMemab dagm d30(33Mse@ ImbmeayMsg. 


LadmgMgdob 38nmggembysMmgdn. Falsobordone 

RZMa@S6 goMeEsdmbbLb6ob BoMomoG®yMaazyomo MaGjomgdob dJgbodem gbsobyMo 
daMgdob dobobgd sMbygdqena Bom pbs yoMas@ oMaydgbGBomgdqemos wo dob dyoMo bo- 
RNdIZIMO Aohbos. Myd(30, LadmgMgdab 8oM3Zg9mbysMmgdm06 dadsMagdom bsdg(36b09%m™ 
330793° KIM 30LIZ I-rMbso LHymyme@amn dabbogmabasb. dad~nbsM) 33g™mg300 boamgemoa 
IMBQABS sMbgdyem yo3doMb LoMenboy~m yybj3mMogbs Es gRee@mbdyHembLb (Falsobor- 
done, Faux Bourdon) dmmob; 53939, BoMdmofinbs 89MIMbods300b &g46030d0, Mmdg- 
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™ma3_ ADIMayJHgdMeS a3006 Jyo LoyyzybgqGdbo ws sEM|QEa sEmMdabgdab g8mqgddo 
(Macchiarella, 1995). dob dohanse AmMdoda goembdyMeomboa Ig0(393b JobSyb RaMIybLL, 
Mobsi3_ M96 Legg3gb ab MZ0mo LadLHo Lbgo bdgddo Eo BdnbeES B30MGHo dobob bdsdo. 
Mbydoms@, GRoeMbLdqyMEOMbO AYM 8MHIMbOd|d0b JoMGogZ0 GHgJ6030 bodo 96 mmba bdobo- 
30b. ab domosb dmgmgo wo dggbsdodgdo Qbomdqbob gma LAaAmagb. 

HMZHGob bodgmd 69d9 Esham goe~mbdsqnMembob GyJbogob gogM3Qgmgeoob jomm- 
maga boedyoMmdo. gb ay doMBog0 dhogoembdosbds, Mmdgma3 QoOMNbZg7mymMa~ws 
BH JLGob AjgogmameE omAdob. goMeabse~m dsmMmIdgmb (Jomobob oMJog8ab3m8mbo 1566- 
1584 Bengddo) daoambgdob ByoMm aym bobymaghin Agbogob ab 3Hgd~yergQd0, MrMdgQemda(3 
Dgw@ame@s abgmo sg 8mMgdob geembdyMeombydo, AmMamMHyd0(3 Hash sambGobm MOL Ho 
(Agostino Resta), 39m@gom dmbs (Valerio Bona), 306R96(3m Myjy_m (Vincenzo Ruffo) ws 
MMARBIM 3930 (Orfeo Vecchi). 

R0MLdy4MeomMbab Ag7LMymgd5 godmMMAgama Amd~mgMegdab Imgoe~mgmds aym. wwe 
a3z06Leogegb, Mmd g98agobob IgmMHy bodg¢mIdewy (1963-1965), egnabdbobymadob emmb 
DgbobMymgdgmo Lobymaghm Agbogs oas~mmdgdmes dommme bsdegegmm soMms we 
Lomobseme@ ago63Mmbom dodojo(3 Jas~mdgemmes dogm. 09 8Mo4Go30b godmabmdam, 
30MLdq4MeOMbOAL &j460300 go~osobs33m@o LogMm boddmgddo, MmAGmms aodemagMg|d904(3 
MSZ HMIZOGob Lodge BMHxybsge@o. LogoMogems, md L6mMMH]je@ 09 boddmgdob wobdomg- 
dom d9ImZ0E9 QoeMbdsqnMembo LoMeabosdo, MNdI39 oba3 BoJGos, md ombodbymoab 
dDSOSbLGyMgJdgemo obGmMaxyemo Gyo oH drmo8m3g9d0. 


LadmgMgdab 8amggmbysMim. dnbs68a-yMn asgemgbs 

93MM JAH SHEMBdHgd0 sMbydMdb JgmM] Bm8MB bab goMdgd~m, Mmdgmai3 yob- 
GM d GbzgmMMeVL bems399db gbgd0, bobgemeEMdM, dnbsbGHoqM HMoea3osbmob dgbod- 
mm 3o3doMgob. LoMeoboab sbaJboo dobs6Go0b dog aMdgemmgdmes 534 Bemoaw@sb 1054 
Bemsdeog, 96%) 0d EMMID], MM(35 JOOMEMnZyM Cs DdoMOMIseongdmyM J3egbagdb dm- 
Mab ahbes sboMo. LoMeEabaym AbobyMgdsda dodbsbHoyMo mo yAMaozob ymMdgd0b oM- 
bgdmdo Lb6go@obb30 Bymagmmdamna bysMmgdam wobSqjMegds (Martorelli, 2010). y3gcmaob, 
bow@s(3 GobGO gpbgmMMegh G&Ms@0(305 ofbo dgboMAybgdqeno, boggmgbom mgmabdbob- 
aqMgdoab oMbgdmds abGmMoymose abs wowmosbGyMgoyeo, aobbogqmMgdom, bodmbsb- 
MM (396GMgddo, Moz Eobsdodb a~mgdb dobam~moasbabs wes L&yeaSJd0b 380MZgg9m0 d0bo6b- 
8ogMo aogemgboe@eb. 

dobag~magmds 49M9dd5 BoMIsMayemn y3xyemBob seaomy|dbyj soagh dmbobSMgd0 wo 
3900900 Qgegboob aomdgdm (cumbessias). dso e@onby 7b LobsMgdob gogM(3gm@mgd0, Imob- 
c@abgb bag~mob bgg9d0b 3qmBog0(309, doo ImMab g0d~mab, bgmobbamab es mgmgab. gb 
bomoa ay domo bo339d0 doMbgodo. d9Mgdd0 9b939 aBoogM(3gemgb yyMdbob boaMbobgmdgdo 
bsembda — AgbL3oGo Ed do~mgebos, — MMAM|da~@sbs3_94969d~e696 Gyzda~ gabmb. abobo 
0Y4969d@6j6 doMamdsenegdmyMa g3mgboob Gosagmbb, dgMdbyc~m Cdobesbms yjomg|b- 
CoMb. asbbgmfamgdob dadega dodbsbGogema d9MJd0 fosbs33~mgb dgbg~o0J8o0bgem dd 


Cd BMosb3abzobgemgddo. dowybg~@og0e@ sdobs, dsobsbHayMo BqmByqms wo bobymoagmm 
999 330EM]Md9 20H 339qEm0 BgMamenab gobdoge~mmedsdo donb’3 saMdgmgd@s sMbgdmdob. 


LoMenbos ws bojJomnggam 
adabsmgoab, md bomgenn ImMdIgAGabS dobsb SoMa B®Mse@a3oab dJgbsde~mm aogmgbabo- 
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gob, 1989 Bomb dmgob309 JomMoyemo anbeo x,yqMbomoabso* (Imagosbgd0m »joMory- 
mo 68940") LoMenbosdo ws jobGgemboMemdo Imgsby39 domo 3mbi3gMGgd0 LoMenboge, 
BMMALOZIEM Cd MagQMagm 8AMeBYgboMbsm ImdmgMemgdmb JME. Z30~@gMdsasmomgdab 
QIMosgemgbdo LEMMA jobGymboMeamdo AoGhoMgdqmoa 3mb3gMBow@sb oMob omgdyemo 
(Z0@gmd5Q. 12). 


30~gMdIdasemnaagdn 
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. Bodo 756GM o G76MMLLGoedo ab{\mMaymoa xaygob Tenores di Bitti IgbMamgdom. asweomgeyy- 
mas s3mMab dagh 1984 Bgl bobomadoa (ImMagemob Z0e@gmMoMJog0) 


2. badyydo 706879 0 Gq bgmMeoybl b&am~do Cuncordu di Castelsardo Ag7LHy~Mgd0M. Z_o~CoM|d mos 938)- 
Mob dagm 1989 6. 369d0b 330M gqmob LodeagMs momonbyM 960% 9 Jesu in monument novo tumulato 
(mM agemob 30e@gMoMJ0g80) 


3. Stabat Mater dolorosa m®Ho gsbbbge39dym0 yaxb3rmMeogh IgLMAmM|d0M. _o~omgdyemns 03 8mMab 
dog 1989 6. 80%39e@09 Cuncordu di Castelsardo. (ImMHg~ob 30e@gMs%Jo30) 


4. Stabat Mater dolorosa 08939 ®gJbGb9 %a9R0b Cuncordu di Bosa Ig7bqHa~@gd0m (ImHge@ob 30~e@g~- 
3%Jo30) 


5. Miserere-b 60dqdo (50-9 aboemdybo) mMHo gobbbgog9dqem0 GybgrmMogh IgbMyemgd0m. Zo~@s~M9d+y- 
mas s3mMab dagh 1989 6. 80M39e09 Cuncordu di Castelsardo (mM agemob 30e@gmMoMJ030) 


6. Miserere 08539 &gdbH09 RayqgQob Cuncordu di Bosa InbHa~|d0M (ImMHgmob Z3ne@gmsGJog30) 


7. 369d0b 330M qm LobBymybyMemdo. Cowan byMdsdomn. sEgZamMmMdHng ggm@mgbosdo boedIm gobs- 
bobagmgdb Looweydemm bammdob MoGwyomb (69643980 ImMgmoab gagmdow@sb Su cuncordu — 36960b 


330M 99000 bLobGyoybyGx~do, 1988) 


8. 369d0b 330MQ4qEm0 LobGBymybyMexmdo. En@o byMdsdomn. bLsdMQ3eE~mmM BodoMdo LodIm smdsMmagb 
Rg0Mb, 9d EMmb su cuncordu sbHye@mgdb Misere-b ImIE_3Z6M LAMmeb (b96439h0 IMMgemob gamd- 
oe@o6 Su cuncordu — 36940b 330% ]4em0 bobGyenybyHe¢endo, 1988) 


9. 369d0b 3g0MgqQm0 LobGyemabyMymdo. Camgmo 89Mob3930. goMesdmbbb6s boIM|3~mm Bodomdo 
boddmb dgbGqmgdom. 08 eMmb Su cuncordu sbMqjmgdb Misere-b Imdeg36M LAMmeb (bs6y3980 
ImMAgm@ob gRamdow@eb Su cuncordu — 369d0b 330M gqem0 bsbGyeobyMHxmdo, 1988) 


10. 369d0b 330MQqem0 LoOSymabyMymrdoa. Bamgemo IMobyg930. goMdobab MMoGmMogdab bognMob- 
9392do Ago~mmdemgdo Ed sbomasbMes JgILMym|dmgd0 03M0d96006, Miserere-bs ~o Gosos sHo- 
QMMdsEmAMo BoMIMEagbab aobsdomMmoe (69643980 dmmgmob gamdo@sb Su concord — 36940b 
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RENATO MORELLI 
(ITALY) 


TRADITIONAL POLYPHONY IN SARDINIA 
FOR THE HOLY WEEK 


Introduction 

In Sardinia, the popular religious ceremonies during Holy Week are traditionally performed 
by the choir of the Brotherhood, composed of four specialised singers (Sassu, 1982). The songs 
themselves are of great musicological interest due to their complex and varying harmonic elabora- 
tion, and the great variety of styles of vocal emission (Agamennone, 1996; Arcangeli-Leydi-Mo- 
relli-Sassu, 1987; Leydi, 1991). 

Su Cuncordu, the choir of the Brotherhood, has the role of accompanying all of the dramatic 
re-enactments of the complex popular rituals. In Sardinia, singing ‘as a chorus’ (in the sense of 
several performers for each part) has hardly any place: the term su cuncordu indicates rather a 
collection of soloists. In our case, four active members of the Brotherhood, specialised singers with 
the voice ranges called bassu, oghe, contra, falsittu (Macchiarella, 2012). 


Differences between cantu a tenore (a tenore Singing) and 

cantu a cuncordu (a cuncordu singing) Styles 

There are several significant differences between cantu a cuncordu (a cuncordu singing) and 
the more well known fenore style of singing. This latter has evolved from the pastoral sheep herding 
tradition spanning a thousand years, and has been recognised by UNESCO as a cultural patrimony 
since 2005. In canto a tenore, there are four voices, but the main voice boghe has a solo role and it is 
the only one to sing the actual words of the text. The other voices provide a harmonic and rhythmic 
accompaniment. The bassu and contra voices are interdependent and generally sing at the interval 
of a fifth, while the mesu boghe has a more independent role. These songs are sung in the Sardinian 
language, and make use of a guttural vocal technique (video ex. 1). 

In cantu a cuncordu (a cuncordu singing) there are also four voices: (bassu, oghe, contra, 
falsittu) and they perform the same roles. However, the text is sung by all four of the voices, and it 
is almost exclusively in Latin, especially during Holy Week. Moreover, the vocal technique used 
does not require any guttural emission (video ex. 2). 


Cantu a cuncordu (a Cuncordu Singing) in Context 

The practice of cantu a cuncordu (a cuncordu singing) is generally connected to popular reli- 
gious festivities, in particular during the most important period of the Sardinian liturgical calendar, 
Holy Week. There are, however, other moments where cuncordu is performed, in both religious 
and secular settings. The religious repertoire, for example, includes the four parts of the Mass 
(Kyrie, Gloria, Sanctus, Agnus Dei), and there is Latin text for various devotional and celebratory 
occasions (Vexilla regis, Tantum ergo, Regina coeli etc.). There exists, moreover, a large and signi- 
ficant of gosos, spiritual songs in the Sardinian language (Macchiarella, 2008). 
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There are less instances of secular cuncordu, but there are examples of love songs and court- 
ship settings, and cuncordu may also perform at various ceremonial occasions through the calendar 
year. 

In cantu a cuncordu (a cuncordu singing) the number of parts is fixed and cannot be chan- 
ged during the performance. However, in some repertoire, the parts are doubled by extra singers, 
enriching the depth of the chorale structure, in which can be heard a sort of broadened texture, or 
cuncordu allargato. 


Same Text, Different Settings 

By definition the cuncordu is made up of four voices. This is the most sought after formation 
which has become the cultural norm, as it reinforces the idea of an ensemble made up of four so- 
loists. 

Another interesting fact: in the various regions of Sardinia where cuncordu is sung, the text 
of the songs, especially when in Latin, coincides exactly. The musical components, however, often 
vary considerably from town to town, even between geographically very close areas (Lortat-Jacob, 
1998) (video ex. 3-6). 


Holy Week 

The most important occasion for cantu_a cuncordu (a cuncordu singing) are the paraliturgical 
rites during Holy Week, run directly by the various Brotherhoods (Atzori, 2003). These are rituals 
that are not actually part of the official liturgy of the Catholic Church, but which are generally to- 
lerated by the local clergy. It has however happened in the past that these rites have been forbidden 
by individual members of the religious community. It is very unfortunate that this prohibition and 
resulting break with tradition has caused the loss of parts of the cuncordu repertoire, already very 
fragile given its inherent nature as an oral tradition. 

These rituals involve processionals interspersed with sacred plays in the church which sym- 
bolise the various moments of the Passion of Christ. The central feature is the simulacrum of the 
dead Christ, a wooden statue to human scale with moveable arms (Bernardi, 1991). This realistic 
statue allows for an extremely realistic staging of the two most important moments of these parali- 
turgical rites, namely the actual crucification or incravamentu, and the deposition of Christ’s body, 
or iscravamentu. 


Santulussurgiu 

The deposition of Christ or iscravamentu is the central moment in the sacred play, true in all 
regions of Sardinia where this tradition survives. All other features vary considerably from town 
to town. 

For the sake of brevity, we will only examine the town of Santulussurgiu, where I produced 
the film Su Cuncordu in 1988. This film went on to win the Fulchignoni Prize at the Bilan du Film 
Ethnographique de Jean Rouch in Paris, 1989 (Morelli, 1993). 

Santulussurgiu is a town of 3000 in the province of Oristano, with a typical grazing-agricul- 
tural and artigianal economy, and a solid cultural and scholastic tradition. The Franciscan friars 
erected a monastery in Santulussurgiu in 1473. With the intervention of the Domenicans from 
Sassari, the Brotherhood of Santo Rosario was formed in 1605 (Sa Cunfraria ‘e Su Rosariu), made 
up for the most part of workers and shepherds. This Brotherhood, since its founding, has had the 
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responsibility of organising the sacred plays and choir presentations of Holy Week. Their tradition 
has remained unbroken through the centuries and continues to this day (Mele, 1989). 

Their choir, su Cuncordu ‘e su Rosariu, is, as tradition requires, formed of four voices. It has 
retained the traditional repertoire in Latin and Sardinian, which seems to be a positive synthesis 
between official liturgical texts and those derived from archaic secular sources. Thus, it represents 
a fusion of the two cultures, which lends intensity and an air of mystery to every one of their per- 
formances. The choir has always had a strong following among the local populace who turn out in 
large numbers to participate in the sacred rituals. Moreover, the population is well aware of its role 
in preserving a precious spiritual and cultural patrimony. 


Holy Thursday 

In the parochial church the confraternity re-enact the Last Supper; each apostle will take home 
the consecrated wine and food. The Prior performs the washing of feet (video ex. 7). 

When the Mass is finished, the clergy assemble at the Carmine Oratory where su cuncordu 
perform the first verse of the Misere. Then a procession is formed to carry statues of Christ and 
the Madonna to the parochial church. The preacher recalls the Passion and the death of Christ; the 
crucifixion is emphasised by the erection of the cross, performed by members of the confraternity, 
while su cuncordu sing other verses from the Misere (video ex. 8). 


Good Friday 

When the official liturgy is over, the clergy goes to the church of the Brotherhood. The ne- 
cessary materials for the liturgy of the Deposition of the body of Christ (iscravamentu) are taken 
in procession to the parochial church. The preacher, re-evoking the Deposition of Christ, directs 
the silent drama. Several members of the Brotherhood perform the act and two take on the roles of 
Joseph of Arimatea and Nicodemus. The performance is accompanied by the su cuncordu who sing 
gosos songs: hymns of praise in the Sardinian language (video ex. 9). 

Then the Crucified Christ and the Madonna are taken by procession through the village streets 
to the sound of the Miserere. When they arrive at the Carmine Oratory, the body of Christ is offered 
up for popular devotion. When the acts of contrition are concluded, the Brothers replace the statue 
of Christ in the urn that will protect it until Ash Wednesday of the following year. Later, groups of 
experienced singers and young hopefuls gather in the sacristy for an informal performance of the 
Miserere and the Gosos. This provides the opportunity to select the new cuncordu members that 
will be called to replace the old when considered necessary (video ex. 10). 

After midnight, the religious songs are abandoned and the explicitly secular phase of the fe- 
stivities begins with choral performances that continue through the night until dawn (video ex. 11). 


Origin of the Rite. Spanish Influence 

After the Byzantine Period (534-1054) Sardina passed to Aragonese rule (1323-1479), later 
passing into the hands of the Spaniards, who ruled until 1720. The original statutes of some Sardi- 
nian brotherhoods are actually in Spanish, and date back to the Aragonese-Spanish era. The statues 
of Christ with their moveable limbs can also be traced to original Spanish models, and it is not by 
chance that various historians have linked features of the Sardinian paraliturgical rites to the edi- 
fying counter-reform theatre of Spanish origin (Mele, 2002). 

In order to verify these traces, I undertook a research project during the Eighties, together with 
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Pietro Sassu. We knew that during the civil war, most of the Christ statues with moveable limbs in 
Spain had been burnt and destroyed. With these statues had disappeared also the related paralitur- 
gical rites of the Deposition of Christ, in Spanish, called Desiendimento. 

However, we had heard rumours of a place where the tradition had survived. After careful 
research, we found significant traces in Alcala del Rio, a city not far from Seville. Here the ritual 
of Desiendimento were still alive and in use. They were almost exactly the same as similar rituals 
in Sardinia, but with a few significant differences. They were only presented at the end of liturgical 
services, inside the closed church, and in the presence of ably a handful of the faithful. Unlike in 
Sardinia, they were not, in fact, the key moment of Good Friday. But a more important difference 
regards the actual singing; there does not exist anywhere in Spain a tradition of a four solo voice 
choir like the Sardinian cuncordu. The only musical moment was the performance of saetas, short 
verses sung by one singer in strictly monodic form. 


Origin of the Songs. Falsobordone (Faux Bourdon) 

The hypothesis of the probable Spanish origin of the paraliturgical rituals of the Deposition 
appear to be well founded. However, regarding the origins of the songs, scientific research 1s still far 
from a complete explanation. Recent research has uncovered a possible link between the Sardinian 
cuncordu and “falsobordone” (Faux bourdon), a harmonisation technique that was used in the late 
mediaeval and early renaissance (Macchiarella, 1995). In its most basic form, falsobordone consists 
of a cantus firmus together with other parts at the interval of a sixth, with a Perfect Fourth in the bass 
part. Essentially, falsobordone was a simple harmonisation technique for three or four parts from 
one line of song. It was very short, and corresponded usually to one verse of a psalm. 

The Council of Trent allowed the spread of the falsobordone technique throughout the Ca- 
tholic world. It was a simple polyphonic practice which guaranteed the purity and comprehension 
of the text. Cardinal Borromeo, Archbishop of Milano 1566-1584, directly inspired numerous col- 
lections of religious music based on falsobordone by such authors as Agostino Resta, Valerio Bona, 
Vincenzo Ruffo and Orfeo Vecchi. 

The singing of falsobordone was the responsability of specific singers. It should be remembe- 
red that up until the Second Vatican Council (1963-1965), religious song within iturgical services 
was only practised by the clergy and male voices specifically trained for liturgical part singing. 
Through this practise, the falsobordone technique then entered into use by the secular Brotherho- 
ods, an institution strengthened also by the Council of Trent. It is precisely in the context of the 
Brotherhoods that the falsobordone most likely arrived in Sardinia, although it is true that precise 
historical records can not be provided. 


Origin of the Songs. Byzantine Influence 

While even more uncertain and undocumented, there is another hypothesis for the origin of 
the canto a cuncordu, namely, a possible relation to the Byzantine tradition. The Byzantine presen- 
ce is documented from the Byzantine annexation of Sardinia in 534 up until 1054, the year of the 
schism between the Catholic and Orthodox Church. Forms of Byzantium liturgy have been verified 
in Sardinia through various written sources (Martorelli, 2010). In all of the areas where the tradi- 
tion of cantu a cuncordu (a cuncordu singing)have been preserved to present day, the presence of 
important ecclesiastic institutions has been historically documented, especially monastic centres, 
dating from the first Byzantine installations of the Basilians and Studites. 
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The Basilian monks built their monasteries on the worship sites of pagan cults, and con- 
structed their cells around their churches (cumbessias). They spread the Gospel to the Barbagian 
shepherds, and introduced to these peoples the cultivation of fruit trees, including apples, figs and 
olives. This fruit was their sustenance during times of abstinence and fasting. The monks also in- 
troduced grape varieties such as muscat and malvasia for the production of sweet wines for use in 
the Mass. They practised the rites of the Orthodox Church, dedicating their churches to saints from 
the Greek calendar. 

After the schism, the Byzantine monks were progressively replaced by Benadictines and Fran- 
siscans, although the Byzantine cultural and spiritual heritage continued for quite some time. 


Sardinia and Georgia 

To verify a possible relationship with the Byzantine tradition, I invited the Georgian choir Jur- 
nalist (later Georgian Voices) to Sardinia in 1989, and organised a concert in Castelsardo, together 
with important singers from Sardinia, Corsica and Liguria. Many of the video examples that we 
have seen are taken from a recording made during this event in Castelsardo (video ex. 12). 
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Video examples 


— 


. Example of Cantu a tenore (a tenore singing) style, with the historic group Tenores di Bitti. Filmed by 
author in Sassari in 1984 (video archive Morelli) 


2. Example of Cantu a cuncordu (a cuncordu singing) style, with the cuncordu di Castelsardo. Filmed 
by author in 1989. Song for Holy Week in Latin: Jesu in monumento novo tumulato (video archive 
Morelli) 


is) 


. Example of a Stabat Mater dolorosa as performed by two different cuncordu. Filmed by author in 
1989. The first is the cuncordu di Castelsardo (video archive Morelli) 


4. The same text Stabat Mater dolorosa as performed by a cuncordu di Bosa (video archive Morelli) 


5. Example of a Miserere (psalm 50), as performed by two different cuncordu, which I filmed in 1989. 
The first is the cuncordu di Castelsardo which I filmed in 1989 (video archive Morelli) 


nN 


. The same text Miserere (psalm 50) as performed by a cuncordu di Bosa (video archive Morelli) 


— 


. Holy Week in Santulussurgiu. Holy Thursday. In the parochial church the confraternity re-enact the 
Last Supper (sequence from my film Su cuncordu-Holy Week in Santulussurgiu, 1988) 


8. Holy Week in Santulussurgiu. Holy Thursday. Erection of the cross in the parochial church, performed 
by members of the confraternity, while su cuncordu sing other verses from the Misere (sequence from 
my film Su cuncordu-Holy Week in Santulussurgiu, 1988) 


9. Holy Week in Santulussurgiu. Good Friday. Deposition of the body of Christ (iscravamentu) in the 
parochial church, performed by members of the confraternity, while sw cuncordu sing other verses 
from the Misere (sequence from my film Su cuncordu-Holy Week in Santulussurgiu, 1988) 


10. Holy Week in Santulussurgiu. Good Friday. In the Carmine Oratory mani several groups of experien- 
ced singers and young hopefuls gather in the sacristy for an informal performance of the Miserere and 
the Gosos (sequence from my film Su cuncordu-Holy Week in Santulussurgiu, 1988) 
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11. Holy Week in Santulussurgiu. Good Friday. In the Carmine Oratory, after midnight, the religious 
songs are abandoned and the explicitly secular phase of the festivities begins with choral performances 
(sequence from my film Su cuncordu-Holy Week in Santulussurgiu, 1988) 


12. Castelsardo. The Georgian choir Jurnalist (later Georgian Voices) together with important singers 
from Sardinia, Corsica and Liguria (video archive Morelli, 1989) 
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LyMonn 1. 39bSgemboGem-mybobobSo, 1990 6. H7bs8- ImMgmoab y3mG~r 
Figure 1. Castelsardo-Lunissanti, 1990. Photo by Renato Morelli 


Lyon 2. gobAgmbomom-mybabsb6Go0, 1990 6. MgbsGm ImMgemab y3m8m 
Figure 2. Castelsardo-Lunissanti, 1990. Photo by Renato Morelli 
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Lyon 2. gob mboMeom-ob 353999684, 1990 6. Gg7bsG~m ImMgmoab y3m8m 
Figure 2. Castelsardo-Iscravamentu, 1990. Photo by Renato Morelli 
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LENAMNE (KNIN) KSEBINSIGNL 
(LdISHOIBIL)) 


IVS LSIIIEIISNL JDOMNIILN Vd IBHMBILN 
IMSBIN bANSEMSS: M9BRQIENGI 8dMSTILNN 


00 Imbbybgd0b L&odqea asbw@s 2012 Bmoab bLadimboqdob IMago~mo Jognw@s, Hm- 
Agema3._ dZgeMa _ Q8MHMByEmo Ed JoMayomo 8mMmngmbaob JawsMAd0M0 BRgm~mg30b boddgdo 
Zoosogdqemn 80M3g70eM0 bodaya ayr — dobda 8M3 gms JMamdmagee Imbsbamgmdeby6 
Cd JoOMaNmoa go~mdab BHmdemgdoGog0b9 Ibygemdeby6 JoMam3qem Es 98MMsgm@0 J3- 
geeggmgoo. 


*** 


JBAMBYEMO SbMMgbgdob9 ws ByMBgMabomgab Eosdobsboomgdgmos LbM0qQ3o bodyo- 
AMb shomoGhog3yMo dgdq(36gdabo Es LobSydIqMmrd0b9396. od Yomase@gbo dobg bob, ob939 
BmGHo300b JgImMEgdab gode, dao Loaygybggdabo wo Mgbgbsbbob g9gMM3qQmo Agboge abg- 
m0 Lobamce dgdmbobyena, md dobdo jgoMaoe fobb Logo@ebbg0 38gmMome@ab, Lymmoabs oy 
L&amoab AqbogomyMa sbMHmgbgdab dH03{0myxqMmgbgd9 CEs Mogabgd4yMgd0bo. 

(3695 do Logqbggdob g36m3q~mo AMsgo~mbdosbmbs" Amo3og3b ars antique-bo (s~@- 
Agyemo0 Ayo Lowy y3qbggd0@06 Xlll Loygvjbob Romg3com) @o ars nova-b (XIV L.) g8m goob 
AgbogomyM baemmgbgdob: sEM|qm~m BoMomgmynMm (IX-X b.), Mogabygoe~ (XI-XIl_ b.), d9- 
moddoGo3qm (XII b.) ©d AAHModgdeyen (XII-XIll b.) mMas6qd9db; abgm ymMIs-yobM|db, 
AMamMa309 b93396(309, GHMm80, Brody, goadgemo, 8m3gqG0, wCabgobGo, yrmbond8o, 
IMB Go... Loge gobMydb — ~mg, 30MQmg, dobbba, goho, so~mo@o, MMbEM, 306(3mboe, 
do~Mogocmo.... 

39646393959 gomdMago Oy RoJGqMamo, doMdmbaabs my HoGdogob mMasbodgdob 
agombobMobam, IX-XIV boy g3ybg9qd0b g93MM3qm yobMgdbso wo L&amgdb dJmMHob wowns, 
MAI(3d, Jom Wome ofga bodosMm dbo &\gMqm-ghagSo3yMo wo 068mbos30%yjM- 3md- 
8mdBa304MO Mdgabgd4MQd060 (Reece, 1940; Evdokimova, 1983; Livanova, 1983). 9b ao- 
MHgImgdo ogi3amgdmoe@ wes ofbob gomgomababgdqemn JoMavyema Es A8MMdqQma 38m- 
Magmbagdab ymddsoMoGoqma sbosmoboabob, Moms dgwsM|d9 Imbeogh, MmamhH3 bmaoc 
g3MM8ye, abg g8mfoemgM oxy Bmd3MbaAHMMAE LGomg]MH Eo yobMyen Jobobosmgdemge- 
oob. 

AmamM3 9g3609%J60 Jookby396 (. by(3-4d0d9, CombggZn), ,WdmbogeryMn%, shy 
Jomagqmoa Mgbgbobbob oMbgdmds, 93mMmM3qmomob Jg~moMgdam, 2 boygybom sem] wob- 
AAMEQd9. sdob daybgeoo3Z0e, JoMae Agnbajzodo 0d sbMmgbygdab asdmgemgbs dgwosM dom 
Bogemgdse@os IgbGs3momo!. bse@ns, HMI A736M3y\eo MZbgLobbob ImmngmbayMo Axybog3eo 
dabo dsmomasbgamsMgdyemn ada Go3ayMo 3MbHModIyoJHqjmo GB J6o30b5 wo G®nbsmymh 
SOMMZbg7dSLM6 Dosbeamgdyema BoMdImboab asder, DJbodgbgmmgboe@ gobbbgo3~m@gd0 ome 


q JoMaQma, sHsdjg@ J3gMMd8qjemo Igo Loygybgqd0b AygbLozabasbs3. sdobmsb, BoJGy- 
Habs my 8oMdmboab mMasbodgdab wosdgHMyema Logomdob Joybgreo3go@, Mgbgbobbyema 
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AbogomyMa gbogSazobs os sbMmgb6gd0b g8Hmd8yerm0 Es JoMaMma 8o9Mo~@nQdgd0(3 ~S 
AgbogomyM BmMMdosbs Es gbodo Joma godmgmnbyds-asbbmMM3agemgd0b Mogobgd~yMgO9- 
40/3 IMgemab BmIsoMo Gaye Jgbbogmob. 

AMAMMH?3 369@53m, bo330M]Z0 MgQdo IAGO OMS, bem Dobos — jB%ogZ0g0. dovyd- 
Mgdgemos bo3mMbey39Mg6(30m AmbLg|bgdSdo 5d Lozgombab Mxybes(3 BAEssoMyemse@ Im(330. 
Agbodsdaboe@, babsde@ 760M] AmbbLybgd0 Logombob domme E@osbdob FoMdmowagbb. A396 
domme BmgngMan 8HmMd~mgdom dodmgagy_oMacmgdno. 


*** 


d39eM J3MMBqE Ed JoMayn ImMmagmbagdb JImMob 439mg] IasgoMo BoMo~mg|mo 
©d L635 ~oboMAgb dbasgbhgdomo aobdbodmgMgma oMab Joma Imbomgbsg9 ghagGogwymo 
Sb0MM369d9. LEMM @ Aybogsda dboHBMymo Q|mMMdQdaMs ~Ws gham aobbmMM3ag~mgdyem0 
Bmas@-JMabLGosbyemo Abramdbgeggmmds, sb) JMHobSoobyemo AgbogomaMa ghagGogo 
Mob ob qdoaMamsegbo Bobsddm3geMo, Mo(3 gobsdsaMmdgdb 09 MMHo ~sdmMMgdyem0 dAxybo- 
gomgMa Lodyommb o6Gmbsi3a0qM BoMoe~mgmgdb. 

Ms HMAdo bes, JMabLGosbmdobmsb gMme@, 0d MMHa BMmagmboab dogamMdnM|dge~0, 
06939, JOM3Zb4yem0 OY MQaombymo AbsG3Myemn ob6Mmgbgdo(399 Cos obMMoym-b30- 
SMM Bod GeM]d0(3. LEmMM@ gh aobsdaMmdgdb Lo6gs~@obbgo Mgaombabs Es ghob gay~- 
AyAMoms dbas3bg9do-a96bb6303949db. 

ILmgemom AgbogomyaM Imgmpbsmoasb, Jomaqma gom~mmdob ghagGogo yggmoby 
dg 80 wobemmg@gds Bdows 8o80b, aHoamMa ~ow@ob Imbmeoob, ob939 omMgxyEm0 Q38HM- 
84yEM0 AMsgo™bdoobmdob @o ars antique-b gbagGogob. bLoymam MamMagayM-gbog803%- 
HO 30GHJAMogd0mM aobsaMmdgdyemn gh dbaogbgds 3mmabegdo, qsoM3qemgb ymgcmobo, 
A7emMeEagab, QmMIgQemg|dMng sbMmgbgd0bq wWodysMgdqemo ymdsImbda(300b, ImesemyAMo 
89MIMbaabs Od BoJHyMyer-smemgmbayMo cbMmgb6gd0b mogabgdyMydgddGo. od aobbb- 
3039090 HMoea3agdob (39myzgyer dboMgme Dbasgbydob dobobgd IMogem Ig(360gMb wes 
43307930ML ofgh aodrmaJdyemo obMo (sMoyod30e@0, 1925; Nadel, 2010; osdgomo, 1975: 
78-80; Kouen, 1975: 395; ByMbydoo, 2005: 55-56; q~memosdgoe~mo, 2006). 

gbogG039-dbsG3gMyemo, BoMdImbayemo oy BoJHqMama ober3os(30gd0, Mmdge- 
(3 od g3emgbogdob bobgamm369d~m ~o, dom ImMab, Lodgsmmdmm &Mo@309d0 063g3b, 
dom Ladggemgbs ws EMMl goymeoma g3emgbagdob menbegem gMamdsd9 I7Hy3gerg0b. 


*** 


dabshGoyMa gMMbdosbo, JoMaQma IMogoe™bdosbo ~Es Jg38HM8yYEm0 bLogge~mgbom dxy- 
Logs Bm®s3oab dgdmmgdsd~@g JIbseEmds-aobgamoMgda0b dbasgb abob asw@ome@s. 33a%- 
MmabbdImda bobg3gMo@ QaJboMgdqm~m, O980H-nd38MMgZObs304EM SbwMHMZbgdob, MmMdgmb](3 
BIIMAJIQ@IdE@S JMMBZby~mo Agbogob Lbgo@obb30 3mobSJdob (Smam%(3 MobseMmymo, 
0b939 Jmab&oo6mdodegemn) bosdMmgb6m HMse@a309d0. boM3gab daMamseE bLoasmmdmgdb 
GodoMdo dMgZMm0 aosemmd~@s (93Mm800do0 gb ®Moe@a309 Agg6b ePMmdegeo dg6sMR-y69d-4em0). 
IMQZemobs My Jomgsb asdmymgQam 8MmMegbLaMbs~™ Jas~mmdgemos IbsGgMyo odMmgb9- 
dodo gonbmobajmemaoab, gam3gbym-bomb yma AmdAgFGoab oMbydmds aoMeoygomo go- 
Goo (dom 09896, das bow 3x96990d0). J3AM8qYEO BAMBQgbaQE LobymagMm Jybogsedo 
BmGHo(300b JgIMEgd0d Agbogob gb baghMm bLogMmbogsb asdaxbs, Mab dgw@gao@ Job dmo- 
39RIMMBZ960 aobgamsMJd9 B3ma—. 
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JoMagqmds Ayboged jo, mdagdHqM-obG®mMayemo goMgdmgdgdob godm, gaobgomo- 
MAgdabs oy Qadboi3oob Lbgo abo gobg~mm. dob dmmmdeg dgnbsMAybs aobgamoMgdab 
HMseEay3ayemo bgmmMgZbgdabsmgab Cosdobsbosmgdgmoa dboMggd0: sbmdndIyQMmds, 6-8s(30- 
abs eo Aybazab BgednbggZbam ga dboMgdo0b sMeMbydmds, ‘Sg80M0 aos@o(39do Momda~@eb 
MdMd9bg, DIZMMZ0bs/30q~mMds, AQbogo~myMoa Jobo~mob Iye@dog0 aoMeoJdbs-39MaMgJda0b 
8439 bo. 

sMbadbymoab godm, Ergdeg Imby~ JoMayem dhogombdosb Iybogsdo, Lbgo@obbgo 
g8mJob ggbgdab godmymaRs dbmeme dg3bagMyemn sdLGModaMgdabs Eos goMoye@gd0b 
Abram vy agabegds. 0d dbMg, JoMaNmoa ws A8MM3qQma IMog0m™mbdos6bmdg960 ~s domo 
DMIMMagd0 Dbadgbya~mmgboew aobbbgo3e@jdo. 


KKK 
A7eMMeEANQM SoMHMZbgd0b9 Es AJEMeEn0b |mMMIOMAdOb HaJbo30b M3gombobMabam, 


dgbodemgdgmos goMygg9z Emo BoMomg|mg|dab wobsbgo JoMaye~m Es J3Mmd8ye~m doo boy- 
B™FIQd00b 8memagmbagdb damMob. qBaMggmgbo bogMam Jobobosmgdgmo, Ms MAdo qYbeo, 
Mob Agmmenajoab gbog8ojo. demmM), Gommmgobo jmbSqMob, d(30M] obGyMZo0emgQd0m 
DgIMIM|M {S096 sMIM(3g6gdqem0 dogMmdmBaggQd0M sagdyono ddgn@a, sdommydyemo, 
gobbagmbbgdqemo dgmmenab aegs sbobosmgdb MmamMH3 JoMayem Logo~mmdgmb, ob939 
amoammMabgym JmMomb wo yggmo bobob seMgy~m g3gmMM3qm MMasbydb. ob939 bogm- 
Om Badsbos dgmmenabs wes ymd8&mba3aab Lbgo@obb30 Logogob RmMMdIYQEM|d0m oagdab 
GHgJoo39 Ed 89Momeyemmdoal sMoMbydmes. XII-Xlll Loqgwybgq9d0@06, 98MM8q~ bog3m9- 
bom dybogsdo 4339 ofgbb mogb AmeEsmyMa MaGdogo, Codobobosmgdgm ImreEqboos wo 
MHaGHIQEM bsagdmdoms 8gMomeEymmdan Ed badsbeEmde~mngo Lodbo~mse@mdam. Jobo dg~m- 
wCayMo bLsdysMm AbadzbgmmgZboe@ gobbbgo3@gjdo JoMayemn go~mdab Igemmengoboasb, 
gZobbogqmMydam Ma®dogob bodbo~moe@mdob aodm, M3 JoMayen Logo~mmdgemda, 8Mo480- 
ZYLMOO, 0H aZbZ~rEgGd0. MMI(30Mo, dgbodmgdgemos, obGMbo(30qMo BoMo~mgmgdn Joma 
AgbagomyMG QBmmzemmMda wWogabsbmm, MMIm@abLMgabs3 Lodba~mosemds AggqemgdM0g30 
Imgemgboso (dog. 1). 


*** 


JoMagm Cd J3AM8yYEr AMsg9EMbdosbmMdg9db ImMob obG\mbsi30qMo 8o9Memgmgd0 
y3gcmsd9 4989 ImeEsmyMa BoOMdmbaob LagMmda gmabegds. MMH39 IgbozomyM bodyo- 
AML drwgomyMa so¥Mmgbgdab Ybmdam~mn MogabgdyM]Jdgd0 sbsbosmgdb — ~EooSmbyMo 
dagMsmMag960 Cds yam~mmy|do; gMa0 3mMd8Mba(300b dobda~mdg (339m@mgdo@0 Lbgo@obb3e 
Loddegmob jgommaMa (3968950; Ig@mmeayMo JenbsMgdob qsoMo8 bdo BoMmdmboe~m 
39M 8030S] Wo, JAEJaA@, GroLMbsbb4yM BoMdmbayen Bymdsdo CabmbsbbyMo Lobyabob 
9996b080(309;_ 339M H9-3306GyMo boagdmdgdob Labdamg wo ov.d. 

3. Jmg68o smbodbsgb (yog6 Go, 2005: 228), md Ago Loy 3yV6g9d0b Joma moa Eo 93- 
AMBqymo Lodbdosbmdob BoMdmboayem gq9MGBogomb sbsboomgdb oeg6®yMo mobsymgMoew- 
mdgdob? godmygjbgd0 (Joa. 2). dg(3609M0 Eobdgbb, MHmd g7gMMdqAEH 3mMmogymbosdo aodmoay- 
J69d0 Mmamm3 AMbmMobHM3g0emMo, 9bg39 BrmoanbHyMZoemyMa MobsymgMo~@mdgydo, 
AMAGmMOsas6 BmangMoo (asbbo3yymmgaom 33068)-6mb6-53-mMe@n) 4980 w@sdobsboomgdg- 
mas Agg60 d3gmo dybogabsmgob. 

doMms(3, J AmMygoboena, gobbo3gyHM|doM 30, JZ°M8BQmo wo 33068qMo 068gMgZ0- 
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MOGODM BMMdaMydqYemo HobsymgMo~emdgdo, JoMayoma IMogombdosbmdab GBosqmM, odo- 
{7HHIYMH BAM GozZ0e~myM bsaqdmdgdb boMdImse@agbb. 

dogomomse@, BoMdme@agbam 80% 39m badeydda3 (369~@0~e@ Aobb ImeEos~mAMa bosd- 
HMzZ6mM 8MHob3adgd0b ImJdg~@gds. aobbogqmMydam Hgoemdabs39do5 3g0MBo- 3306 84Mo 
Boagdmdgdab bLabdomg, Jom dmMob, gabsmaboe@ 3306G-m4GogmMeob aodmygbgdo. gb 
3o6ob36g9mo, ghao dbMng, BsdeEzgomo@ osmdMogh sbrygns(30gdb JoMaqm IMsgoembdo- 
s6mdoboob, dogmsd, IgmMM]q dbMng, 5d o3mMMeEaM Esdmo3gMJd9 JoMaye~o JMogombdosbo 
»AJIMBZ6g9daLsmg0b" MsdegbseEdg Aggyomms, gabsa~@sb, 0d Mobsym|Msemdob gabsmo- 
Low aodmyg69d0 JoMaqam gommdsda odgnsmoe@ — daw~s jo~@ebbyddo agb3g~@gdo wo 0/3 
bomb Lodegmodas bdama dmgmgbo. 

doggohbos, MmMd g9gMMd3qmo Es JoMayema JMogombdosbmdgdob yggmobg wowo db- 
Bog3b9d0, BoOMAMbaYQEa gbob gmgdgb8mog06, jo~@obbyddo dymogb~gds. gb, s~mdom, oM- 
(390 gobs330Ma, Ms~E@Q969(3 WCosGMbyMo jae~mmgdob (3968Mg7d%g JodoMaqemn bogo~mosbbm 
69agdmdgd0, MogabMs30e, Jbasgbo obmbsy3aqMa HMogabgdyMgdgdab oMosb. Jomaymo 
Zom~mmodab AgaMdIyMe@os@mdsbmsb gMmse, bLogommdmygdoab go~obbgdob d3qm 93Mmd3qem 
8MMQMbasbHsb BoMom|mMb YIM 30-93 ©. oMoyndZ0~mMo oMmbodbs3ge@s (ogsb0d30e@0, 
1990: 23). 

Loom b8Ms(30ME ImgnbdImda ~wosdodmemmggdgm boagdmdgdb Ayo Lowy 3y6g9d0b 93- 
AMBYMO IMmMagmMboob Lbgo@obbgo0 badydgdn@ob: Xl boygnbob mMbdosbo dgmobdo§o- 
3gMo MMasbydob, &Mmdsob Cunctipotens Genitor Deus (doa. 3, oeomdeg. 1) bLogo@obbeo 
6sagdmdgd0 a gmemoyMbs wo g daJLbmmo@oyM jgommyddo, dobob bobsboomm demdmoemdom 
I-VII-l @o Bge@o bIsda Agmobdo8034yMH-ad8Mmgabs3ayomo Agemm00M, doMamo(3 sedMsg3b 
obM7309309db JoMaqmoa Agnbogab obGmbs304qM bodyoMmbaosb, aobbogqmMgdom dAvybo- 
BLMIMH Bm MygemmMoro6b (qomamym, MsdyMH, ogoMyem wo Agbbqm bode@g9d006). 

Joma IMogombdosbmdsdo bdoMoe gosdmygbgdqema yzo~@obbo VII-l, gobsm@oboe 
3306G0M, bdaMoe@ a363eg9d0 MmamH3 JgmobIsGogqM mMMasbyddo (Joa. 4), 039039 ars 
antique-b L630 yobMgdda3. mxyd(3omo, 0d AgbLagabomgab ~wsdobsbosmgdgemo bbge bobob 
ge@obbgdob Logemdob godm, od jog@obbb ars antique-b bobsboomm Loma Imsgemgbob 
39% B4q6MEgdM, ZobLb3039d0M JoMaqema Lodagmo-gommdnbsgsb, Low@s(3 3306GyMo go- 
@obbydob yeo~@gbo Momegbmds LomMgI@ sbgmoe. 

JoMagqmoa IMEmagmbayMa jo~@obbgdob ob 3as(309db Bdo~@ gdb bodbdosbo B®Hmsob 
Congaudeant catholici-oly (dog. 5, sye@omdsg. 2) bdsms Bygoegedob (I-ll; I-lll; II-III) @- 
HDa_MAD Fymds ws AF MZ0emyMa BrmMenbs(309; 3o~@obbyd0, J3ggm@o dagMgdab bobsbo- 
9M AmdMsemdom boggbyM{dq (II)-I-VII-l, 96 I-VI-VII-I @o, gZobbo3ymMJd0m, dme~mm~ bo3o- 
Cobb bsagdmdoda dmdMogo, AgmobIs8o34qM0 bdob gRngqMs300m, obg MMd fodmsaogb 
JoMam- zo6qMo, Lag 8ogbm3gmab b3ymmoab Logommdagdab [6mda~m go~obbb. Ibgogbydob 
sbg0GMomgdb, Roabsm@mabda, Jomaymo Ldgbobomgab dmbommebgmo 330bGo0b 06 bo- 
bmbab bs33cmoe@ jormmaM (3968Mbq sagdyomo HyM300b symgMgdo Eo Jome~mme odob 
9998 arw@obgmos qybobmbS5. 

9998 Jogsmamse dmagyog3b, ars nova-b 98m Job sbmbado sgGmMob Img So. sc@bo- 
Badbsgos, Mmd ImA®g8Bob Bmd38mBogayMa s9Mo@0ado, wW3bmMs Jomaymoa AMogombdo- 
Smoobsmgab. dogsmomse Imygsba~ IMB Gdo godmygbgdqmos ImeEos~myMa MoGdog~, 
bream Gg6mMMab oo%mMaGdIgem mbSab0Gmd] wodgbgdqmoa Dg~e@o 6dgd0 dgbymdambo sMo- 
6 MMdog{Q0 3M_HMsdybJ Gam — 80M39m g1gb GoJGdo Jom aosbbbge39dqmo dgmmengdo 
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043m, Jgd@g3, 9dgb BodGdo yo Bge@o bIs adgmMgab dejo bdob dg~menob, bmanm dejo bIs 
— geo bdIabsb. sdob Joybgeog0e@, JoMammobsasb sbgmo aosbbbge39dqm0 yobMabs wo 
oMbsamdob bodyddaz 3a dgadmgds aoM33zgqemo0 soMoemymgdob Esbobge d3qgc@m JomMayam 
2bHerbs 304M bLodysMmboob. 80%39e~ Mogdo, gb oMab 33eM53 Ed 3303, CosGmbyMH 
3OMMOS (396GM]dOq dadoMaqma bogo~osbb bsa9dmdgd0. Jomge6 mem, gobbo(3309- 
MHZIMSO ,JoMarymseo” yogMb (Jog. 6)?. 1, 4 ~o 6 Asgomamgdmsb 330M Gs-3306GyM0 
89MIMbaab, Bo~Eobbydobs Eo Bmaseod o6Gmbos3aqMo Ibasgbygdom asdmamMhgg3e 4-7 svyeo- 
Mdsaomamgdo, bream N28 sy~omdsasmomda 33-60 60d9d%9 obGmbsi30qMa dbasgbgde 
»B9dd3969dqem* JomMayen bogsmmdemydmb — gobbo3qnmgdqemoo*. 

abgo d(30%] dobdGedob 33emgg30d0(3_ yo, MmMamMa3 A396 gobgzo6mMM30g~mgm, fobb, 
AMd dogbgw@sg0E MaGHojzabs wes godmygbgdqom 8mmQmbayM-goJHqMam Ignme@ns 
ZobbLbg039dgdo0bo Eo, Bmas@oe@, Joybyro3go@ obSmbos30qyMo bLbgomdobs, IJyyo boy j36g99- 
dab JoMa {em Oo J38AM8yYEr IMsgoeMbdosbMdob goohbos Mago LosbMmgZ6~r ws o68mbs(30- 
nha 89Msmgmgd0, MmMdgemba3, BaMBgem~mgb ymu3mmoabs, dom gbhagGogqM, IgmmeayM ws 
B9MIMbaYEM, MogabgdyMJdg9ddo0 Bemnbe Jeo. 
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AMAMMH?Z (3OMdagmoas, F3OM8yEM0 BHMB gbLaY\ma boggmgbom IMos3gombdIosbmdob 380H- 
3gcm0 Baddgd0 Bomdmoadgs amoamMobgymoa JmMocmoab Igmmeoab Lbgo@obb30 bdodo 3mb- 
bmbobbsymo (od g8mqgoob 3089000) 6G gM3Z09Emgd0m (339M H», 3306G», m4 Go39) coudemo- 
Mgeoo0b dgwegase. 

B9MIM JMNM MMasbyDab g8mJob goJHqMyQmo obMmgbgdobomgob wodobsbosmgd9- 
Mas: BoHqMob ggMGozoemyMo s89MsdgGMob g900M do-mMasbobJd9, gMmbdoobo bobab 
g06dM93900 MMH-, bod-, mabbdosh BmdmMMGBIQE 8gHMMemMboyED bozo~@ose, MmMIm@ab 
RJ HqMI(3 LomMdabgyemo gobbmdo~gdob, bIsms MamaggRZqMo BoMIMAgbaL goMgdgs 
MMasbadgeyemo, Mob gd-3 DboG3Myemo bogM(39 Ms Lodgsbbmdo~mgdnsbo, oMsdge, 
woMBygamoao". 

Jomagqm oy qi36mqAM Agbogmmmansda smbodbymos 89Msmge~myAMHa MMasbydabo 
(organum purum) es JoHaxyceo bogzcgbo~m IMogo~mbdosbmsoab ,sMJoyeo" Godydgdob db- 
aogbgdo (yogobod30~@mo, 1990: 26-32; In~emnsdgomo, 2006: 34-35, Nadel, 2010: 11). 

Jomaqmoa aommedob od wd3ggmgb dMgb osboboomgdb bdome soMo~mgmndbdo — 
332MGH- MJ BogMM@ jdm ImdMhomds. MAmammM(3 YOMdam~@ods, Bam~modmMb JmmModg obgm bo- 
Zo~mmdemgdb qEmeogob ,bobbo3emgdgem bdgdb", Mmdgmbas aobgqmgbambo ay3g6g6 dmo- 
30embdasbo gommdab 80M3g9em0, Lobbogemm g®odabomgob (qeoModg, 1896). BoMomMgJ~mNMo 
mMasbydab dbasgboe@, 0d gHodob dyqbogomyMo dJobomo f3g6da(3 930M] MomeEgbmdames 
dgIMMAgbo~mo. cE. JQremosdgam~mo BoMomgmb o3mgdb Bbg3ZOM-384y3d0~me0b GMo0J G08 jo- 
do (IX-X b.) dm3gdyem organum purum-obs @s ~o@ dobda~mdg sMJoyemoa, 330% 8o-33068- 
HO Ed MIGHo03z4qM0 89Mom~mgmobdawm yBmbRagyqMoMydqma god HqMob dfmby dgdm4dgeob 
b3mmab 80d6b woms730m 69dbom mgabom -b demob (seyonmdoag. 9) (IQ~@mosdgomo, 
2006: 34-35). 

AmamM3 369@o3m, od badeydgddo (Joa. 7), bdsoe Momegomdob Joybg~@s30@, dso- 
MomgmyMHa ImdMoemdab DJogmmMeabaMmydgemo ob gM3gomgd0b ws yogMoseamdob gym- 
byM-obGmbos30qMo ob38g4Ggdob dbasgbgdo sdjzoMoe. 

80M. Lb. Mosbj060 2012 Beob boddimdoydb9 smbadbog~@o, md 3306 gdobs wo 
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MI Goggdob soMomgmoddo bdaMo@os IMsgo~MbIosbo bdomobgmob bLoyqd3gqmo0, Hxyd(3Z0, 
yISL SMSLEMMb qbobogb o6 aoyans, Hrd ob DyAbGoo" dagemo 3md3mbo3aa0b Isbda~mby 
(063060, 2014: 464). 

JoMams(3, A3gq6sdeEg Irmobg_m 330% Ho-3306GyMa 38g8H{MMAMbawM oagdqjem Jom- 
OAM Logommdgmos 3M9—ad9689dda(3 SMso AMQma AybogomyMa Q|mMdOb Jsbda~my 
930(3H0 BOMEM|CM0ddoM sagdyomn BoJHyMo — obgm bya9g6G db gbo33mgdo dg8-bo- 
3MJOHE BMEMaQ\mbobgdqmo |Mg996G Jd0, aobbogqmMygdom, jo~@obbyddo. 

LogafMgdgemos, md dngma jmd3smba3o0b dobdomdg godgmmo s9Msmgemobdo 
MmMasbydbs wo JoMaym Logo~mmdgmb oMbgdmdob domme s80M3qmoe gGosbg my 
sbsboomgde@s. LogoMoqeEMe, IAgqbogomyAMa sbMab aosbgamM]do-a0y\mMIgd0b mMmange, 
(30C~MMBeMng, SEMAN boy349bg9dd039 Amambm3g@s BmMMdOb bogge6dr dmdg6H dob, 
gZobbogqmMysom, (3g oyMgQdob, abSmbs3ayMo, BoMdmbayemn Ed BoJGqMqmo byMbg- 
dn (LodoMab30Gm ImdMsmeds Ed 9.4.) LHM JIG {MoM]d9b, M93 AMogoe@mbInsbo gasbbbgo- 
B9dyeM-OBGMbs(3ayjMoa, go~obbydob bsMdmdemdob gobosaMmdgdb. LOmMge@ sbgmne fg96sd- 
09 Imbymo 339MGo-3306GyMo Oy HM RZaymo BoMo~mgmobdom ymbyRoayMoaMydyono 
RJ HqMob d4mby Logos~mmdmgdn. 

93039 MogabgdyMJdo oboboomgdb MogabyqQo~m mMMaobydb (Joa. 8, oneomdeg. 1). 
,E0Q3Mbaab" 9d L&amb godmoMhg3gbh LosomMabs0Mm AmdmMsmdgdob bLobdomHy, Moa badyy- 
d9ddo bdomos bdgd0b gowexg0MJ@069d0(3. 

(36mdagmas, HMd IMsg0eMbdo0b RoJGyModo AgemodbdoGa3qMo Ige~mmeaymo boagdm- 
dab bsMImJdIbobL gMam-gMan BobsddmgeMo oym aMgammMobgyqma IAmMbmeoab ovydogme(309- 
d0, Agen BIsGog34Mo Lomo. MAbdosbmdsdo 8mMmoQmbobdob doSgdob dgdeEamda 98809 
HDogabyRomo mMaobydo, Mmdgmdas La~msdymo sagdqemgdob cantus-b — J3gg@0 bdob 
NIM jdo AgemodBIsGogyMo sagdqmgdab bg@o bdo. 

AJM dds GHagqMo mMasbydob gofJGyMyomo yrbRoayMo3zoabomgob bodsbemdgnogno: 
cantus firmus-ob HgmogB3yHo Bqb4(300b BoMdmAgbs, bdomobgmob Lobgoe@obbg0 bobggdab 
MSbOEsMsbmdnn aobgamsMgdo, MMasbyIdo sModssMomgmyMo Lamgdob aofigbs, bdgdob 
BMIAMMOGIQEmmdob MMZ939, Joma (E0yzqMb(30M]d9_ MQMARYM Co QmMbyM bdQdSE. 
B3eM0HLJ7d5 Ld ZaMSMO do Ibo gomyM-RoJGqaqmo bogM30b dgbod9 (8mMobmbGoemao6 
0d 39MGa30E~mm6b gorse) BMMMENGS 8a — Lo~Mdab gobdmdagngds. 

DLaogbo RoJGyQMyma mMasbobs309 sbsbosmgdb Jomaymo aoemmdob bodagg bym- 
mab Loasmmdgmms gdMogemgbmdob, 9.6. ,bo@o jgo~mmbs” wo ,65de@30~ jo~mb md 
3969373696006, Mmd~m |dda(3_bdoms Lams bmdagMse (Lodqoeom bsMobbom) 8m M0QM- 
Bodgdqemo0. 

5439 OQ({OMJIM Woes o~mgbadbma, MMI, gman JDbMng, obHmbs30qyM0 bo4(39- 
3900b, EAHMbNMa Zo@obbydob, BoJHqMob ymbRoanMaMgdabs Eo bdome qWHAaongMado- 
JoMagd0b Hgo~mbodMabam, Jbasgbydo IgmobdoGa34yMH mMMasbydbs ws JoMay~ bogo- 
mmagemb dmMoab sdjzoMos. d93%09, sdobmsb, qoMagemgboe bdgdab Momegbmanb (eo bbgeo 
MbagIGI{MGO BoJQrMyda0b) goder, BybGo ohs~mmangdab Imdgdbo MMbdosb mMMasb-yIbo eo 
bodbdosb JoMayam bLogommdmgdb drmoab doqdmgdgmos. mqdi3omoe, Mmanm%3 bgdrm 
Posgabsbgm, Logbgdom dAgbodemgdgmos boydoMa JoMaymo Logsmmdegdobs wo Qm~m- 
BeomMyjema LadegMygdob (omygyer BMoaQdgbGmo obFmboi304qM dbasgbgd0%g_ XIlI-XIV 
Loagabggdab Lbgo@obb30 yobMab g3Mmdsy~m bobosMImgdgdm06 (Joa. 1, 5, 6; oqe@omdeg. 
4-7). 


ADO  bg308m6 (g¢0Jo) gxobavyy~msdgoeo 
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mMasbydob yobMdo, vox principalis (Anms30Go bds) 26 tenor (gobs yg¢oMo3b, I3y- 
Amdgemo) BofGyMob J3gqe@o bdos, Mmdg~mob 3MGBos(3 GsMdImseggbb BMowayayje aGo- 
ammoabgqm boas~mmdgemb, bmam dobdg7 somMomgmyAMse, MogabyRomo ymbGyMam ob 
Ago ddoGogqMo 8Mab3080M ADgbymda~mos ~EsdoSjd0m0 vox organalis (mMaoboemyMo, o6 
mMasbydeyono bdo). vox organalis X\|—XIll bLoaga6g9d0b 2-4-bdosb mMas6byd9ddo0 9339 Mod- 
96099 oym — duplum (II), triplum (I), quadruplum (IV 6390). 

ZobgamoMgdqyemoa MMbdosba AgmoddsGogyMo MMasbydab Aggbsdeg Irmobgyemo aob- 
LoggymMgdqemo bodqdgdn5 Loymsbagndo b96-doMboo~mab AmbsbGMabs wo gb3ebgmdo, 
bobGosam E97 ymdsmbAyemob AmbsbGMab Lodgommd~mm bymmgdab dgd330e@Mgmdodo 
(doa. 3). 

306L63039d0m ars antique-b, ars nova-bo @s MgZbgbebbob g8mJob Immogmboabogesb, 
JoMagem goommdsda HMoea3oqemoa Lodgommdmm Igemmens dqe@od Baws bdodos. ,bo~@o" 
Cd ,bsdIe3zamo* L&omoab EsbogemyAM-JoMoym wo ob939, L3gGo3bm3gmob bygmmob bogo- 
MMdemgddoa, RoJGyMob Imemgymbods(309, bIgd0b AgemmeayMo ofGogmdo dadenbsMymob 
RJ HQMoL Dj7e0 MygaQab8Mdo symgMgoqemo cantus-ob Jg9dM—. 

Ars antique-b dgmobBdsGo34% mMaobyIms HoJGyMob (GmIgema3 qy0@yMgbo 3m- 
MaQMbabdobs ws BgGQMMYBmMbaym@mmdob doybgdbq c@aob) omabos Agbodems gohbwgb, 
JoManmo bogsmmedggdab bdoms 3909x%30MJ~0bg7d0Og sagdyor, IMsgoembdoobo bsagdm- 
dgdab sboemoboabsb. of, bdgd0, Esobemmy|dom, JgMmbobM396 Age@meoyM SHyb39d0b obMy- 
(9596 Ed Jorn HMoEaZayemo MygobGMyemo Eo ggMBogomyMo gobmoagds Msdejbowdg 
Baggmoamgoqmos (doa. 9, o~omdea. 10). 

doaMod, Age~mengob, gHmo dz6g@30M, g7Mmbobmgbgdabs ws AmbmdbsG3Myemmdob 
dobg@sZ0@, MaSMmyNMo@, of 8BMMQmbayMmrdab Jomomo boMabbos, 3abs0@0b bIgd0b dg- 
mmeagdab dadowmag6gma dm&n3960 ws bygadg68 960 obengow@yoemmedob wo 3mM0dMbHo- 
maMo ImdMomds-(339EMgdS9EMdab domo boMoabbaa aodmoMhg3096, 6MGM-wsdab bym- 
mab mMasbydasaeb as6bb6303940m, Lows(3 Paw Jobdomby o~gbSqyMa J(30M|] ImSaggd0b 
MLGabs HM ,dMAbZ00". 
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Ags Loagybggdab g3hm8qmo Immagmboob asbgamsMgd0b dadw@amdo g8odsoo ars 
antique-bo @s ars nova-b sboe~mo gQoJGHyMqmo Q|mMIQd0b 3mMobSoem0d do XIII-XIV bow- 
3°96990do — adoGogaab, yobmbob, IMsgoe~mmgdosbo Bmmagmboab seEM|yema gGodg00. 

09 g8mJo~@sb yormode@gds IMogombdosba sbMmgbgdob sbo~mo god HqyMymo &a3gd0 
(Ag GMobgd~4e@0 MMasbydo, aobbb63039dqm-dgemmeoynma goJGqmob dfmbg dmB Go wo 
5.0.), Amdmyddayy MMasbobe@gds ImmoMgmaggRymo Agbogo~myMo Jumgamob ,,bo@mdo- 
bayeno", Lodgsbbmdamgdns6bo Adqbozo~maymo ba3gh39. Jbmgomob dmhogomdmobymmdob 
SoMIMdIMdL Mgdo8qjMa dobo~mob bIa~@sb bdsda dMogoemxgMo@o 390d(39dS Ws aBodgmMydo. 
Agbogab Ibs GygMyAmo Logh39 oMs J6mMemmMeE 39%H030EMdo 1G8MEJdS Co JoMeme@gds, oMo- 
dg%@ LameMdgdag drdMomdb ws wWa~@@|ds. yrm3gmngg gh BobsddmgeMo aym Mgbgbobbyyemo 
8MMaQMbaab gobgzamsMgdabomgob. 

oJ S@bgMaMa _3HM8yEm0 8BMMQmbaYMa bLoymdIMba(30M AJmMMEMmmanal Abasgbo 
Imgemgbso JoManmo asemmdoab AgbogomyAM-ghagGogqmo 3oHJanrMoo ,,99dd3969d0". od 
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Lodasmmdemm L&amb sbsboomgdb aobbbgo39dqm-dgmmenayMa, JosmomasbgamsMgdqemo 
8MMIQ\Mbad. AaobgaMmoMgdab 0d 98o8bJ AZogome@ gemobegds Loasmmdoab ImMsgombIoo- 
Bo, ybo@o" oMJgGad8abo my Baws bdsdo Am(3gdyeno cantus-ob Ag~mmeEnyMH-goJHqMmaymo 
ZoMEeEsbobgabs396 ®rHomyMo b6M0Q30. IgGoe@ bdoMos (amygqqem bdgddo, MgmaggnMo~o 
BoMAMAgba~a, Abadgbg~mmgobo dagMQd0, LyddmGogqho oy ImBagqMo boMmdmbs4dbg- 
40; bdIgd0b Modsdo gZowmoxRgoMgenbydo, L6go~@obb3o0 Lobob RoJGwyMym-somImbaymo bo- 
AJomMdgdob bsMIm{dbs. BoJGyMo 4(3m(36em@gd0", ImadMomdams wos Lybo gon ogbg00. 


Logsemmdgmoae (393949 bodqd_ddo ao~osam@mobgds Lodo bdob oy3amgdmoe@ yogmob 
HMsea3ayomo Amabmgbomg|ds. ,asddgqgbgdqem" Logo~mmdgmmeo AgboagomaAMa Jbmgomo 
OBMEJdS, COWEOJd5, ArdMoeMdb BoJ®qMyama bagM3ab bodogg IodoMaymgdom: Mm- 
3H(3 BMMOBMO Bombs Wo 39MH030erdo, 9b939, LomMdabgymoa 3mmMeonbs8oms(3. Ibao3- 
bo goJGymyomo sb6Mmg69d9 obg39 sboboomgdb domom-gobgamsMgdyemn BmmygemmMaymo 
8MmaQmboab ayMmym, ob939, Mag 0dIQMAE Eo JgQMyAE badydgdbo(3. 

oMbobodbsgos, md ars antique-bo we ars nova-b Immagmbanbsasb aobbb303960m, 
JoMagem ,aoddzggbgdyon" Logsmmdgedn, ada®sei300 dbmamme fobsbsbmgobo, 0d38Hmg0%bo- 
(309q~@-LGoJoyMo RMMIgd0M sMbgdmdb. sdobmob, ,godd3q6gdqen" Badbms Immagmboy- 
Amdab qomempbo boMabbab Ifmby RoJGyModacz jo dgadhbg3g0 sMJomemo, oMJg Godson 
89Mosmg]mobdab 3300. 

gb asMgdmgdsba, fAiggbo sbMam, BybGo AgbogomyAMo wosdbgMemmdob oMoeMbygdm- 
daMss aobsoMmdgdyono. SHg80Mo BMsea3aob 80MmMdgddo yo, AmMeEgbs(3 Igbazmbos bo- 
398M dBa(30M Cs LodgILMymgQd~m-bo0bMmgZ6er docmabbdggZo, daMamsEse, HMowa3ovyemo 
AgbogomyMa BoGamMoagdabo ws oMAg8odgdob dgbobgo0b396 oMob IndoMayemn, 39(30- 
mgd0nm dogmas ghia 06 IMogembdosba AmeEgemoab obGmbo30abs oy RoJGymob dboG3- 


Momo g0~@sd4jd039d0. 

KK 
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(38mdagas, sbogmo B6Mb8oboHqjMmds 6M 8HM-@odob Lymmob mmMacbydob, 9.6. armoxyMo 
AgbogomyMa L&amab gHMa-gMa0 y3qcr0bg bLobsbosmm badobos (Esyokumosa, 1983). 

gobomgomabbabgdgemos, md ars nova-b 8mmngQmbayM-goJ®qmyama Lam yRmH- 
JoMgdyemas Lo93GMMHM bogmdImba3om s%MHmgb6gd0b Jagm, mmangqh-obGyemgdGwyom- 
Ha AmegmoaMgdabs Eo M3gMaMgd0b Jgwega0e. JoMaQm Mb&obHqjH ImmogmboyMm 
BMMIZEL 30, MMAMMH’3 bomb yM-ndIMMg0b9(30qem0 SbMmgbgd0b 8HmMENAHb, gb b&oe~oa 
0 sbobosmgdb. 

dobomsb, aoM33g94qma0 soMoemMg|m|d0 MbHabsGHMb BM0by3080M osagdqem JoMaamo 
bsembyMa LodmgMgdab oJ GqMmaym-3mdImda30qM Iregmmob, dgbodmgdgmos, 3038m- 
38MM, AE gaL Embg7d9: 3Md38Mba(300b gobdmo-gobgamoMgdabob beEgds RoJGwyMob mbso- 
bsGqQMo ~s dobamsb JgMbyIqema 8ImmngmbayMo JHggdob obGmbo30qMo aoMeobobgo. 

DBM MOGBIQEMa GH J6030M BMMdoMygdqye g3MmMdsqjemo bodqdgdabsas6 asbbbge3gdqemo 
LyMoma ago 43b JoMagqem mbSaboGyH y|mMdgddo, Lo~s(3 MLAobsGBm, ImmogmboxyMo 
dbeogomob Jggm@o dGab bs33mo@, bg9~e@o bdsdo — BMadobgqmob 89MGosdJos Im(3gdye~ro. 
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IMogombdosba gQoJGyMab bodbdosbo my b0d%gdg986dos60  ,,a9dd3969d0b" XI-Xill 
Loagabggdom womsMamgdobsmg3ab, dbodgbgemmg06 oMaydg6Hjd0e@ Joagohbos Jomaaymo 
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nova-b ImmagmbayMa GHMsea3agdab bsMdmdemdos-aobgamsMgdo0b g8mo, ob939, XII-XIV 
bow ggbggdoo®. Ags Lowygy~bgmo JoMayema JMabGoobyemn 3ymByMs yo, GmamM(3 (36-- 
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SVIMON (JIKI) JANGULASHVILI 
(GEORGIA) 


GEORGIAN AND EUROPEAN POLYPHONIES OF THE 
MIDDLE AGES: SEVERAL PARALLELS 


The present report was inspired by the Round Table of the 2012 Symposium. The round table 
was the first step towards a comparative study of early medieval European and Georgian polyphon- 
ic practices. Both Georgian and European researchers participated in the round table discussion. 


38 2K 


It is characteristic of European scholarship and culture to aspire towards an analytical under- 
standing of the universe as well as towards order and system. For this reason, as well as due to the 
sophistication of the neumatic-mnemonic system, and finally the introduction of notation, European 
music of the Middle Ages and Renaissance has been preserved in such a form that the diversity and 
peculiarities of the musical thinking of the genres and styles pertaining to various periods, schools, 
regions or nations are easily discernible. 

The term “European polyphony of the Middle Ages” embraces many elements. It includes 
the musical arts of various regions of Western Europe, ars antiqua (from the Middle Ages till the 
XIII century, inclusive) and ars nova (XIV c.): the early parallel (XI-—XIII centuries), free (XI-XII 
cc.), melismatic (XII c.) and metricized (XII-XIII cc.) organum; it also includes such form-genres 
which existed initially in the genre of church music and organum and which later found their own 
independent development, namely: sequence, trope, clausula, gimel, hoket, discanto, conducto, and 
motet, among others, as well as secular genres: lai, virelet, chanson, kacha, balada, rondeau, can- 
cona, madrigal... 

In view of harmonic, rhythmic, linguistic and textural terms, there are great differences be- 
tween the European genres and styles of the IX—XIV centuries, though they surely have common 
artistic-esthetical and intonational-compositional features (Reece, 1940; Evdokimova, 1983; Liva- 
nova, 1983). 

These circumstances should necessarily be taken into account in the process of a comparative 
analysis of Georgian and European polyphonies, so that a comparison might be made as well as 
with the general European style, and also with certain epoch’s compositional style or genre char- 
acteristics. 

As Nutsubidze and Losev believe, existence of the “Eastern” or Georgian renaissance is doc- 
umented two centuries earlier than the European one. Despite this fact, the influence of the new 
thinking upon Georgian music is a less thoroughly studied subject’. It is obvious that the polyphonic 
music of the European renaissance, due to its highly developed contrapuntal technique and due to 
the harmony approaching close to tonal thinking, considerably differs not only from the Georgian 
music, but also from the European music of the Middle Ages. At the same time, in spite of the dia- 
metrical differences between the texture or harmony organization, the European and Georgian par- 
adigms of renaissance musical esthetics and thinking, as well as the peculiarities of their revelation 


407 


and implementation into musical form and language, all wait for comparative research. 

As we can see, the topic of research is very deep, and there is a large amount of material. 
This research might take many years of work from scholarly research institutes and from many 
generations of scholars as well. It is impossible to fully cover this issue in a conference report even 
superficially. Accordingly, the present report represents just the statement of the issue. We shall 
limit ourselves to discussing only a few problems. 
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The main parallel among the ancient European and Georgian polyphonies, which determines 
all the other similarities as well, is their kinship in esthetic thinking. Exactly the general Christian 
world outlook realized in music by means of artistic forms and language, or in other words, the 
musical esthetics, is primary precursor that conditions the intonational parallels of these two distant 
musical worlds. 

Certainly, together with Christianity, these two polyphonies were also formed according to 
the ways of national or regional or epochal artistic thinking, historical and social factors. Exactly 
these elements condition the resemblance and differences between the cultures of various regions 
and nations. 

Out of the musical phenomena of the whole world, the esthetics of Georgian chant resembles 
most closely the esthetics of the monodium of the holy pope, Gregory the Great, as well as the 
esthetics of ars antiqua and of early European polyphony. This resemblance, caused by common 
religious and esthetical categories, is revealed, above all, through the peculiarities of the melodies, 
composition based upon formulary thinking, and through the modal harmony and textural-poly- 
phonic thinking. 

Many scholars and researchers have expressed their ideas about the similarities of certain 
points of the musical traditions of the Middle Ages between Georgia and Europe, the Georgian 
Church and the Holy Roman Church before the great schism (Araqishvili, 1925; Nadel, 1933; Iash- 
vili, 1975: 78-80; Konen, 1975: 395; Tsurtsumia, 2005: 55-56; Shugliashvili, 2006). 

Esthetic and artistic, harmonious or textural associations, which are caused by the artistic 
traditions of these churches and the chanting traditions within them, speak in favour of their ancient 
origin and the former unity of the churches which are now divided. 
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Byzantine unison, Georgian polyphonic, and the European monodic or polyphonic church 
music of the epoch prior to the introduction of notation have all passed similar roads of formation 
and development. Here we imply the partially fixed, oral and improvisational thinking, which were 
influenced by the philosophical traditions pertaining to various strata of national music (both by its 
contemporary and by animist, pre-Christian). The principal chants were sung by the congregation in 
temples (in Europe this tradition is preserved until our time). The presence of ethnopsychological, 
national and folk momentums within the artistic thinking of the congregation or the professional 
chant singers coming out of them, is an inevitable fact (the more so, in the Middle Ages). 

It is an accepted fact that the professional secular and ecclesiastic traditional musical arts had 
many things in common: the oral (or partially oral) preservation of music, anonymity and improvi- 
sational character. The introduction of notation has taken these two spheres apart, and as a result, 
professional, authored music has found separate path of development. 
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What about the Georgian music? Due to objective historical circumstances, it has followed 
another path of development or fixation. It has preserved the features characteristic for traditional 
art in the “epoch preceding its development into the traditional art” (approx. since XIV century): 
anonymity, absence of notation and exact fixation of music, oral (or partially oral) teaching and 
transfer from generation to generation, improvisational nature, and the process of many centuries of 
transformation and variation of the musical material. The traces of these phenomena characteristic 
for the collective and traditional creativity can be clearly seen in Georgian chants. 

Due to the above-mentioned, in Georgian polyphonic music that has reached the modern 
times, it is possible to distinguish the layers of various epochs only through scientific abstraction 
and hypothesizing. Despite the greatest importance of the work made by Georgian scientists, in 
fact, periodization of the stages of development of the Georgian church and folk music still remains 
a subject of scholarly discussion. In this respect, Georgian and European polyphonies and their 
theories differ considerably. 
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In view of the melodic thinking and the technics of formation of the melody, it is possible to 
see certain parallels between Georgian and European polyphonies of the Middle Ages. The crucial 
common feature, of course, is their melodic esthetics. The idea of a calm, elevated, illuminated mel- 
ody, built upon the micro-motives rising from the use of small intervals with a slow, characteristic 
wavy contour, is characteristic for the Georgian chants as well as for the Gregorian choral and the 
early European parallel, free or melismatic organum. 

Also, one of the common features of these different musical traditions is the cognitive-artistic 
technique of building of the melody and composition with formulae of various magnitudes and the 
absence of periodicity. 

Ever since the XII—-XIII centuries, modal rhythm is revealed in the European church music, 
with its characteristic periodicity of moduses and rhythmic building. The melodic universe of or- 
ganum or other genres built with the rhythmic moduses characteristic for the modal (metricized) 
rhythmics, differs considerably from the melodics of the Georgian chant. This difference is es- 
pecially comprehensive due to the triple nature, especially characteristic for the European modal 
rhythmics of the Middle Ages, which almost never occurs in the Georgian chants. However, in such 
cases it is possible to see the intonational parallels in the Georgian musical folklore with the same 
rhythmics, as the triple build-up is a usual phenomenon there (ex. 1). 
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Intonational parallels between Georgian and European polyphonies are revealed in the sphere 
of modal harmony to the greatest extent. Both musical universes are characterized by the known 
features of modal thinking: diatonic sound ranges and modes; modal centers of various intensities 
varying through the length of a composition; privileging of the melodic flow over the harmonious 
vertical and, as a result, emancipation of the dissonance originated in the co-sounded harmonious 
range; frequency of the fourth-fifth chords, etc. 

V. Zhgenti notes (Zhgenti, 2005: 228) that the harmonious vertical of the Georgian and Eu- 
ropean triphony of the Middle Ages is characterized with the use of identical co-soundings? (ex. 
2). The scientist also says that European polyphony uses both mono-intervallic and poly-intervallic 
co-soundings, some of which (especially, fifth-nine-chord) are very characteristic for Georgian 
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traditional music. 

And indeed, the co-soundings presented here, especially, those formed with fourth and fifth 
intervals, represent the typical, immanent vertical buildings of Georgian polyphony. 

The sample presented in example | also clearly shows the action of modal thinking principles. 
The frequent occurrence of fourth-fifth constructions is especially evident, including the use of 
the fifth-octave chord as a finalis. The latter sonority, on the one hand, triggers associations with 
the Georgian polyphony, but on the other hand, it is somewhat unusual to end the melody with 
this chord in Georgian polyphonic taste. The use of this co-sounding as finalis occurs in Georgian 
chants rarely, usually in internal cadences, and it is not frequent in the folk songs either. 

We believe that the greatest similarity between European and Georgian polyphonies is re- 
vealed in cadences, out of all the elements of the language of harmony. And this is, we suppose, 
not astonishing at all, as the cadence constructions, directed towards the centres of diatonic modes, 
themselves possess similar intonational features. Along with the originality of Georgian chant, this 
parallel of the chant cadences with the ancient European polyphony was noted by D. Araqishvilt: 
“Despite the fact that many cadences of our chants resemble West European cadences, we would 
still say unhesitatingly that the arrangements of the sounds of our chants originated as folk, and are 
created by the Georgian people” (Javakhishvili, 1990: 23). 

In order to illustrate this idea, we shall cite cadential constructions from various samples of the 
European polyphony of the Middle Ages. 

The cadence buildings of melismatic organum (tropos) of the XII century Cunctipotens ge- 
nitor Deus (ex. 3, audio ex. 1) in a B Aeolian and B Mixolydian modes, with the characteristic 
bass movement I-VII-I and with the melismatic-improvisational melody in the upper voice, indeed 
switches on associations with the intonational world of the Georgian music, particularly with folk 
songs (from Kartli, Lazeti, Achara, and Meskheti). 

The cadence VII-I, so often used in Georgian polyphony, with a concluding fifth, often occurs 
both in melismatic organum (ex. 4) and in various genres of ars antiqua. However, due to the abun- 
dance of the cadences of other sorts characteristic for this music, this cadence cannot be qualified 
as a characteristic stylistic phenomenon of ars antiqua, as distinguished from Georgian songs and 
chants, where fifth cadences absolutely prevail. 


The cadences of the three-voice tropos Congaudeant catholici, the blending of the pairs of 
voices (I-II, I-III, H-Il) and the intervallic coordination also induces associations with Georgian 
polyphonic cadences, with the characteristic movement of the lower sounds at the steps (II)- I- VI-I, 
or I-VI-VII-I and, especially, with the figuration of the melismatic voice moving into the last ca- 
dence, which so much resembles the famous cadence of Kartli-Kakhetian chants of the Svetitsk- 
hoveli school. The resemblance is neutralized in the finalis with its sounding a third built upon the 
modal centre, instead of fifth or unison as could have been expected for the Georgian listener; only 
after this does it pass to the unison (ex. 5, audio ex. 2). 

Below we cite as example 6 the motet by an unknown author of the epoch of ars nova. The 
compositional paradigm of the motet is remarkable, implying the build-up of the maximally distinct 
melodies of the upper voices onto the cantus’s ostinato passage of isorhythmically varying motives 
in the lower voice (tenor). This is all very unfamiliar for Georgian polyphony. At the same time, in 
the motet cited as example 6, modal rhythm is used, and the upper voices built upon the isorhythmic 
ostinato of the tenor are blended by means of a double counterpoint; in the first six bars they follow 
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different melodies, in the next six bars the upper voice follows the former lower voice melody, and 
the middle voice follows the former upper voice melody. Despite this, even in the sample which 
belongs to such a genre and structure so different from the ones familiar in Georgia, some parallels 
with the ancient Georgian intonation world can still be seen (ex. 6)°. Above all, these are seen again 
and again in the cadential constructions directed towards the centres of diatonic modes. The last of 
In examples 1, 4 and 6 the fourth is of fifth harmony; audio examples 4-7 are distinguished in the 
similarity of cadences and general intonation; but on 33-60 seconds of audio example 8 particular 
is intonational similarity with ,ornamented“ Georgian chants’. 

Even research of such a small scale as we have implemented here shows clearly that despite 
the differences of the rhythmics and of the types and number of the utilized polyphonic and textural 
methods, and, in general, despite the intonational discrepancies, the Georgian and European poly- 
phonies of the Middle Ages have a whole set of conceptual and intonational parallels, which, above 
all, are revealed in their esthetical, melodic and harmonic features. 
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As it is known, the first samples of the European professional church polyphony originated by 
paralleling the melody of Gregorian choral with “consonant” (in the opinion of those times) inter- 
vals in various voices (fourth, fifth, and octave). 

Characteristic of the textural thinking of the epoch of parallel organum is the rethinking and 
organization of the vertical parameter of the texture, layering of the univocal line into two-, three-, 
four-voiced homorhythmic heterophonic streams, the texture of which is organized without any 
depth-wise dimensions and without the presentation of voices or intonations in relief; in short, the 
artistic space is not three-dimensional here, but “flat”. 

In Georgian and foreign musicology the resemblance of the organum purum and of the “ar- 
chaic” examples of the Georgian church polyphonies are noticed and revealed (Javakhishvili, 1990: 
26-32; Shugliashvili, 2006: 34-35; Nadel, 2010: 11). 

This most ancient layer of the Georgian chant legacy is characterized by the parallelism of 
the voices — movement with fourth-eight chords. As we know, Philimon Koridze used to call such 
chants the “teaching voices”, which were destined for the initial, teaching stage of the chant and 
polyphonic musical thinking and performance (Koridze, 1896). Just like the parallel organum, in 
our country, too, musical materials of this epoch are preserved very rarely. Chants of the Shemok- 
medi school possess more archaic heterophonic layers, constructed in the principle of fifth-fourth 
parallelism. 

D. Shugliashvili notes the parallels between organum purum given in the pseudo-Hukbald 
treaties (IX-X centuries), and the hymn of Shemokmedi school Daghatsatu Nebsit Tvisit, which has 
a texture configured with archaic fourth-fifth and octave parallelisms along a great distance (audio 
ex. 9) (Shughliashvili, 2006: 34-35). 

As we can see, notwithstanding the number of voices, the resemblance of the coordinating in- 
tervals of the parallel movement and of the background intonational aspects of sounding 1s obvious 
(ex. 7). 

Prof. S. Rankin noted at the symposium in 2012 that fifth and eights parallelism often become 
the basis for polyphonic voice movements, though she “never saw or heard that it is exact” through- 
out the entirety of the composition (Rankin, 2014: 489). 

And indeed, in the fragments of the Georgian chants built according to fourth-fifth heteroph- 
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ony, we never encounter a texture built with the strict parallelism along the whole musical form; 
such segments are intermittent with more or less polyphonized fragments, especially in cadences. 

It is probable that parallelism along the whole composition was characteristic of both or- 
ganum and Georgian chants only at their first stages of existence. Presumably, the logics of the 
development and formation of the musical thought necessitated ever since the early centuries the 
structuring of its form by means of culminate moments, especially caesuras, intonational, harmonic 
and structural methods, the nascence of polyphonic distinct-intonation, and polyphonic cadences. 

The Georgian chants that reached our time, and that possess the texture configured by fourth- 
fifth or third parallelisms, exactly fulfill the conditions described in the previous sentence. 

The same peculiarity, the decay of strict parallelism and the linear freedom of the mono- 
rhythmic voices, is characteristic of free organum. This style of diaphony is distinguished by the 
frequency of contrary motion; in several samples voice-crossing occurs, too (ex. 8, audio ex. 1). 

It is an accepted fact that one of the principal precursors of the nascence of melismatic melodic 
buildings in polyphonic texture was the jubilations of Gregorian monody in melismatic style. Just 
as in the neumatic and melismatic arrangements of cantus planus, in the upper voice of the free 
organum appear the re-vocalizations involving several sounds against the background of one sound 
of the lower voice. The next stage of the increase of polyphony in biphony is such a texture where 
the lower voice of the syllabically-built cantus joins the upper voice of the melismatic structure. 

The joining of various melodies and their simultaneous sounding is a polyphonic paradigm 
which is sharply different from the heterophonic idea of the parallel organum, and it represents one 
of the milestones and most important achievements of the esthetical thought of mankind. 

Characteristics of the textural configuration of melismatic organum include the following: 
showing the cantus firmus in sharp relief, gradual development of various forms of sound move- 
ment, appearance of non-parallel steps, decay of the homorhythmicity of voices, and their differ- 
entiation into leading and background voices. A third coordinate between the voices gradually 
develops (together with the horizontal and vertical coordinates), increasing the perception of depth. 

A similar textural organization is characteristic of the majority of chants from all three schools 
of Georgian chant, which pertain to the so-called “Simple Mode” and “Real Mode”? and in which 
the movement of voices is moderately polyphonized, 1.e., to the average extent. 

We also must note here that the resemblances between the melismatic organum and the Geor- 
gian chants are obvious, on the one hand, in view of the intonational fragments, diatonic cadences, 
configuration of the texture and interrelationships of the voices. Yet, at the same time, it is impos- 
sible to find exact analogies between the two-part (biphonic) organum and three-part (triphonic) 
Georgian chants. However, as we have seen above, it is quite possible to talk about the intonational 
resemblances of certain fragments of the Georgian chants and folklore songs with the works of 
various genres with 3 or 4 voices of XIII-XIV centuries (see the examples 1, 5, 6; audio ex. 4—7). 
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In the genre of organum, vox principalis (the main voice) or tenor (the one that holds, the 
holder) is the lower voice of the texture, representing the traditional Gregorian chant, and in parallel 
with it, following to the free contours of the melismatic principle, there is harmonized the addi- 
tional vox organalis (organum or harmonic voice). There were already several vox organalis in the 
2-4-voice organum of the XII—XIII centuries: duplum (1), triplum (IID), quadruplum (IV voices). 

Special examples of biphonic melismatic organum that have reached modern times are pre- 
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served in France, in the monastery Saint-Martial, and in Spain, in the legacy of the chanting schools 
of Santiago de Compostela monastery (ex. 3). 

Georgian polyphonic chant is not acquainted with such a form of performance and tex- 
ture-building, where the monodic chorus of the performers of the vox principalis or tenor part 
performs the melody of the chant, and the polyphonic creation is built upon several elements of this 
melody time after time by the ensemble of soloists. 

As distinct from ars antiqua and ars nova, as well as from the polyphonies of the Renaissance, 
Georgian chant has the traditional melody always in the upper voice. In Western Georgian chants of 
Simple and Ornamented styles and also in the chants of the Svetitskhoveli school, polyphonization 
of the texture, the melodious activity of voices is going on below the cantus sounding in the upper 
register of the texture. . 

During the analysis of the polyphonic works constructed by means of voice-crossing in Geor- 
gian chants, an allusion with the texture of melismatic organums of ars antiqua (which stands at the 
boundaries of marginal polyphony and heterophony) is apparent. Here the voices perform approxi- 
mately the same uniform melodic spinning and their traditional register and vertical disposition are 
somewhat leveled (ex. 9, audio ex. 10). 

Yet, in spite of the homogeneity of the melodics, here we truly meet the high extent of polyph- 
ony. The texture is polyphonic, as the motives and segments constituting the melodies of voices 
stand out by their individuality and a high degree of horizontal movement and variability, as distinct 
from the organum of the school of Notre-Dame, where we observe the ostinato “spinning” of iden- 
tical small motives along a considerable distance (which gives the heterophonic effect in the upper 
layer of the polyphonic texture). 
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The next stage of the development of the European polyphony of the Middle Ages is the crys- 
tallization of new textural forms of ars antiqua and ars nova in XIII-XIV centuries, i.e., the early 
stages of imitation, canon, and multi-thematic polyphony. 

During this epoch, new textural types of polyphonic thinking (metricized organum, motet 
having the different melodious texture, etc.) are formed, in which three-dimensional musical space 
is organized to reveal the depths of poly-layered musical tissue. The multi-plane features of the 
tissue originate from the multiple transfer of the thematic material from one voice to another and 
their repetitions. The multi-layered tissue and mobility of the depth coordinate in the polyphonic 
texture condition with the zigzag-like character of its perception, its diagonal features. The artistic 
space of the music does not only grow along the vertical, getting higher, but it also moves across 
the depths and gets larger. 

All of the above-listed served as precursors for the development of Renaissance polyphony. 

The event in Georgian chant which resembles the European set of methods for the composition 
of polyphonic works is the musical and esthetical category called decoration. This chanting style is 
characterized by distinct melodies and highly developed polyphony. At this stage of development 
the total affinity to the melodious-textural transformation of the polyphonic simple archetype of 
the chant or cantus given in the upper voice is clearly revealed. It is quite usual to meet in certain 
voices, against the background of others, the important sounds, sub-motive or motive structures 
brought forth in relief and in the principle of complementarity; bold crossing of voices, nascence of 
the textural-harmonious constructions of various forms. The texture is enlivened, replenished with 
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movements and breathing. In certain samples of chants there is overcome the traditional demand of 
necessary sounding of all three voices. The musical tissue of the decorated chants grows, gets larg- 
er, moves along all three directions of the textural space, as in horizontal and vertical, also along the 
depth coordinate. The similar textural thinking is also characteristic of the highly developed Gurian 
polyphony, and also of certain Imeretian and Megrelian samples. 

It is remarkable that as distinct from ars antiqua and ars nova polyphonies, in the Georgian 
decorated chants imitation exists only in germinal, improvisational and stochastic forms. At the 
same time, even in the textures of the highest level of polyphony of decorated hymns, there is ap- 
parent the traces of the archaic, archetypical parallel motion. 

These circumstances, according to our opinion, are conditioned by the absence of the exact 
musical notation system. Under the conditions of oral tradition, when the compositional and cogni- 
tive-performing efforts of the musicians are mainly directed towards the fixation and preservation 
of the archaic musical language and forms, it is a much more difficult task to process the archetype 
intonational or polyphonic style. 
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Our folk songs, in comparison with the chants, are characterized by a much higher degree 
of diversity of polyphonic and textural thinking. Here we can meet archaic biphonic or triphonic 
complex chord heterophony, as well as highly-developed drone and distinct-melodious contrast 
polyphony (in Guria, improvisational forms of imitation are also present). Yet, it is obvious that the 
cause of this diversity, above all, is the multitude of our ethnographic regions and their peculiarities. 

At the same time, if we do not consider a relatively small number of songs which possess the 
highest degree of polyphony (in which the maximal distance from the archaic archetype is man- 
ifested), then in our folklore songs, too, compositional thinking is built upon the paradigm of the 
transformation of the ancient variant (and various generations collectively contribute to it). 

It must be also noted here that the paradigms of folklore creativity and authored compositional 
polyphonies have been distinct ever since they were conceived. In our opinion, together with the 
comparative study of these paradigms, the theoretical analysis of the processes undergoing in the 
musical form of the samples of both strata of polyphony would be most likely fruitful. 
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In the polyphony of the school of Notre-Dame, as distinct from the organum of the previous 
epochs and of Georgian chant, we can see the strong tendency of regular-periodical metricizing of 
melodies, large-scale ostinato formations born by regularly repeated rhythmic-intonational figures. 
As it is known, such pan-ostinato is one of the most characteristic signs of the organum of the 
school of Notre-Dame, or the so called Gothic musical style (Evdokimova, 1983). 

For the musical esthetics of the Gothic epoch the increased importance of the intellectual, 
constructivist origin is characteristic, and this origin is blended with the world of keen emotions. 
This is especially well seen in the music of ars nova, where the principal function of formation is 
assigned to the powerful foundation of rhythmic ostinatos of the phrases, which are isorhythmically 
constructed on rhythmic moduses of the cantus given in the tenor (and counter-tenor) part, and also 
to the constructive framework of the compositional whole, to the relief segments of the structure of 
the form, upon which the ornamented, fretworked parts of the upper voices are built. 

These textural-polyphonic styles are not characteristic of Georgian polyphony. At the same 
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time, on the level of an idea, certain parallels with the textural-compositional model can be found 
in the Georgian folk songs built with the principle of ostinato. 

In ars nova, the ostinato of the lower layer of the texture and the polyphonic layer on top of it 
with the imitative polyphony are formed by means of authored compositional thinking, as a result 
of logical-intellectual modeling and operating. In the Georgian ostinato polyphonic forms, there 
occurs a rather different extent of the variations of the lower layer than in the European samples 
formed by means of the isorhythmic technique. We can see a different picture in the Georgian osti- 
nato forms, where ostinato is given in the upper voice, in the part of Krimanchuli. In such samples, 
both the ostinato and the lower variable layer undergo maximal transformations during one song. 
Here couplet, ostinato and variational forms get blended into the distinct-melodious texture with the 
appearance of clearly polyphonic characteristics. 

Against the background of these similarities and differences connected with the composition 
and the idea, the intonational similarities between ars nova and the Georgian polyphony have been 
restricted to the small diatonic fragments of the melody within the manner of build-up and to the 
abundance of characteristic fourth-fifth co-soundings, especially in diatonic cadential constructions. 
In some cases, though, exactly the abundance of these cadences and fourth and fifth co-soundings 
brings forth the audible impressions of the special similarity with the Georgian polyphony. 

It must be noted here as well that the technique of colouring modal-diatonic modes by means 
of chromatic intervals (by so called musica ficta technique), characteristic for the music of the ars 
nova epoch, is completely unfamiliar for the strictly diatonic nature of the Georgian polyphony; 
this fact, in our opinion, is one of the principal factors of intonational differences between these 
two polyphonies. 
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In European music, we encounter the 4-voice texture already in the XIII century. In the music 
of further periods and epochs the number of voices undergoes free changes. In this respect, within 
the history of the Georgian chant, we can see one more parallel with the European music, as in our 
reality, too, the next stage of decoration of the esthetical and polyphonic development of the church 
music was more than three voices in polyphony (no later than the XVI century, according to Ivane 
Javakhishvili). Unfortunately, samples of more than three voices have reached us in the form of just 
several fragments. Yet, there can be found many notions of this tradition in the historic sources, 
of which Georgian musicology is aware, and which have been studied (Javakhishvili, 1990, Shug- 
liashvili, 2001). 

According to the historic sources and several fragments that have reached our times, the tex- 
ture that had more than three voices (4-9 voices) was pertaining to the heterophonic-polyphonic 
type and was used for the beautification and decoration of the three-part chants at celebrations. 
Three-part singing is the immanent, natural feature of Georgian musical thinking. In cases featuring 
more than three voices in polyphony, it is a secondary textural phenomenon utilized for the celebra- 
tive decoration of the three-part chants and it represents a new stage of Georgian musical esthetics. 

To justify the dating of three-part or more than three-part decoration of the polyphonic texture 
back to the XI-XIII centuries, we believe that important arguments are the renaissance-like features 
of Georgian thinking and culture of XI—XIII centuries, its high level of development and also the 
fact that in musical Byzantinistics the nascence of so called Kalophonic chant is supposed to occur 
in XIJ—XII centuries (or earlier). As for Europe, the epoch of the appearance of polyphonic tradi- 
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tions of melismatic organum, ars antiqua and proto-Renaissance ars nova is also believed to be in 
the XII-XIV centuries®. As is widely known, the Georgian Christian culture of the Middle Ages has 
never been behind the novelties and the process of development of the rest of the Christian world, 
being in many aspects even in the avant-garde. 

As we have mentioned many times, our report aimed to reveal only a few parallels and prob- 
lems. 

We do not prove anything: despite some intonational allusions, it is obvious that Georgian 
and European ecclesiastic or secular polyphonies of the Middle Ages developed independently, 
presumably with approximately the similar dynamics and periodization of the textural thought, yet 
(according to the modern data, or better to say, the absence of data in our days) quite independently. 
What is hidden behind these similarities? A coincidence caused by the generalities of the logics of 
musical thought, and/or any other systemic factors — this has to remain the subject of future inves- 
tigations. 

For me, one issue is more than obvious: polyphony is the greatest achievement of human 
thought, and its development possesses the logics and forms that are common for all the mankind 
in general. In the present report our aim was to show exactly this logic and the parallel occurrences 
of its musical revelations. 


Notes 


''N. Pirtskhalava’s works, which discuss Georgian renaissance thinking from musical and esthetical 
angles, are especially remarkable (Pirtskhalava, 1991, 2002, 2002a). Several steps towards this set of 
problems have also been made in my dissertation thesis. 


? The term “co-sounding” is used in modal harmony in order to denote vertical sound blending, so that 
we could avoid the use of the term “accord” as the latter represents a category connected with tonal 
thinking and the corresponding theory. 


3 The multitude of forth-fifth and second buildings constructions, similar to the motet cited in example 6 
and cadencing in the mixolydian mode (with the movement of the lower voice I-VII-I) is also charac- 
teristic for Verbum patris, too, presented by A. Telo in 2012, thus revealing in itself, too, intonational 
associations with the Georgian polyphony (ex.10, audio ex. 3). 


*T am grateful to Levan Veshapidze for providing me with audio example 8 and drawing my attention to 
the afore-mentioned fragment. 


> In this case the ancient chanters implied by the term “Mode” various polyphonic and textural styles. 


° Based on the analogy of the stages of historic development of Byzantine and Slavic chants, Ms. Ekat- 
erine Oniani has earlier supposed the existence of the Georgian decorated chant, in the IX-X or XII 
centuries (Oniani, 2004). 
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Audio examples 


1. Codice Calixtino — Codex Calixtinus — Cunctipotens genitor Deus. Attributed to Pope Callixtus I, 
one of the first known examples of Medieval three-part polyphony (https://en.wikipedia.org/wiki/Co- 


dex _Calixtinus); the example is taken from the website https://www.youtube.com/watch?v=qnoe2 _ 


Amxo 


2. Organum — Congaudeant Catholici. Attributed to Albertus Parisiensis, one of the first known examp- 
les of Medieval three-part polyphony https://en.wikipedia.org/wiki/Codex_Calixtinus; the example is 
taken from the website https://www.youtube.com/watch?v=dSnkx8m0F6Q 


3. Verbum Patris Umanatur. 12th century two-part melismatic organum. The example is taken from 
https://www.youtube.com/watch?v=ShNPEnkqCcA 


4. Vakhtang Mepe (King Vakhtang (Kartli)). CD: Georgian Folk Song. Ensemble “Rustavi” (CD-VI, 
#7). 2009 


5. Visia, visia (Kartli). CD: 380 Georgian Folk Songs. Ensemble “Rustavi’”. 2015 
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6. Kartluri maqruli (Kartlian groomsmen’s song). CD: 380 Georgian Folk Songs. Ensemble “Rustavi. 
2015 


7. Kartluri maqruli (Kartlian groomsmen’s song). CD: 380 Georgian Folk Songs. Ensemble “Rustavi’’. 
2015 


8. Perotinis. Triple Organum Pascha nostrum immolatus. 12th-13th cc. https://www.youtube.com/watc 
h?v=baSLXi760D8&feature=youtu.be&t=5m37s 


9. Daghatsatu nebsit tvisit (Though thou didst descent). Tone VII, Easter Kontakion, Shemokmedi 
School. CD I. Patriarchy Choir of Tbilisi Holy Trinity Cathedral [2012] 


10. Shen gigalobt (We Praise Thee). Chant of Liturgy Eucharist canon. Gelati School, “ornamented”. 
Gelati school. CD I. Patriarchy Choir of Tbilisi HolyTrinity (Sameba) Cathedral, Georgia [2012] 


Translated by Mikheil Gelashvili 
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dsasmoann 1. se@0d ~J Emo Bo~mo (1237-1287). Ambon (JIuBanosa, 1983: 596) 
Example 1. Adam de la Halle (1237-1287). Rondeau (Livanova, 1983: 596) 


dsasmann 2. 93HM84ym0 wos JoMavyenn Lodbdosbo BoMImbay_mo 39M GHo39~mob BodyMo 
MoboymgMo~md do (ymg68o, 2005: 228) 

Example 2. Harmonious vertical of the Georgian and European triphony of the Middle (Jgenti, 
2005: 228) 


Lem FS) (FG) 
es © 
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dogocmaoann 3. XII b. IgemoddsGo3-44%0 MMasbyIo (GMm30) Cunctipotens genitor Deus 
Example 3. Melismatic organum (tropos) of the XII century Cunctipotens genitor Deus 


[4 ; “- & . @ <4 2 ———— 

as eS 

ES 2 
“1Cun - - - - = = ci- - = po - - = = = = = = tens 

= 

EGE 

A —_ — | aa a aa i " 

a See Sa Se. _  _—e—eeeeeEe ee eee ee 

c= ell 
"ge - ni- - - - us de - - - - - - - - - us 
{} 

tf 

2 a 

NY, 
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/) — see ——_———— 
for - - - = ma Wir - = = = = = = = = = = tus 
a, 
ge _— an Se a hae Ns a Bs EY SAPS 3) 
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Asasmmoaan 4. 3se@obbo 33nbGob gobsmobom 

Example 4. The cadence with a fifth in finalis 

d) 894GmMBobygbo, mMasbydo Alleluia Pascha nostrum (EBqoxumMosa, 1983: 257) 
a) Perotin, organum Alleluia Pascha nostrum (Evdokimova, 1983: 257) 


3) go d4ye9 Ave maris stella (EBHoKuMoBa, 1983: 292, 293) 
b) Clausula Ave maris stella (Evdokimova, 1983: 292, 293) 
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dsasmmoann 5. mMas6ydo Congaudeant catholici, iys boy 34699d0b Lodbdosbo 8mMe@ogymboob 
AbHMbo3aq\Mo Abasghgdo JoMaym boas~mmdgmbs wo bo~mbyMm bLodegmebmsb (Reece, 
1940: 268) 

Example 5. Organum Congaudeant catholici. Intonative resemblance of the three-part Medieval 
Polyphony with the Georgian chants and folklore songs 


Pees eee meng 


OD SS Sa es Cd Ss = a = 
2 ae ee ee ee ee Es a se, 
2). ee eee ee ee ee ee eee eee eee ee eee ee eee ae eee eee eee eee ee 
ae Ae Sees eee ee Ee ee ee ee ees A fee se 
He re ee ee ee Se Ee Ee ee 
= Sy ee ec es rs a es ee 
OE et ee eee er eS [IEE ee = = a SE —— es 
ae, Bg ee eee 

Con-gau-de - ant ca-tho-li - ci, le-ten-tur ci - ves ce- li - ci di - e i- 


Adasmmaan 6. IM HJ Ho. ENGMbYAMH Bo~mas (3968M9dOq IndoMa nemo bojow@sbb bsa,96em- 
dgdab Abasghgdo Jomay~ 3oe@obbydm06. (ImBanosa, 1983) 


Example 6. Motetus. The resemblance of the cadence buildings directed towards the centres of 
diatonic modes with the Georgian cadances (Livanova, 1983) 


ee 


y i ' ' ' 


' 
Ha - re, ha - re, | hi - ef Gow! da - lier ont! fait a-wand d'Ar! ras es -co - te -! 
' 


(Balaam) ee ee 
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de - mi lot a -' mail - le, 


' 

u-mon et ; 

— U 
—————— ——< = 


bere Sete 


di - ent: "bien le ! vail - le! 


Asasmmann 7. 3oMsEmMg|MyMo AmdMomdab JogmmMenboMgdgmo 6G MZoengda0bo ws y~EogMo- 
EMdab BMbyMH-abSMbs30qMo sb3gqG dob Ibaogbgdo 
Example 7. The resemblance of the coordinating intervals of the parallel movement and of the 


background intonative aspects of sounding 


I) Tu patris sempiternus (Te Deum) (EBaoKumora, 1983: 19-21) 


ID) Nos qui vivimus (Evdokimova, 1983: 19-21) 


) 
A 
6 rr ee ee ee ee re ee a 
ma", 


~~ — 
a Fy Fey 


Nos qui vi - vi-mus be- ne - di - ci-mus Do-mi-num ex hocnunc et us-que in se-cu-lum 
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II) Nos qui vivimus 


SSS SSS SSS 


Nos qui vi - vi-mus be -ne- di - ci-mus Do-mi-num ex hoc nunc et us-que in se-cu-lum 


IV) Moms3omy 6g9dbam Mgaba. sMe@Eandob gmbesgo. (Iqn~emnsdgzomo, 2006: XII) 
IV) Daghatsatu nebsit tvisit (Though thou didst descent). The Easter Kondak. (Shugliashvili, 
2006: XII) 


3m, o- > -89-—@ Rm - - - gm - bg . mo - bo 
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dsasemann 8. Cunctipotens genitor Deus. mogob4R3o0m0 |Ma964d0 be8omob3s0%m AmdmHom- 
dom (EBqoKumosa, 1983: 24) 


Example 8. Cunctipotens genitor Deus. The frequency of opposite movements in the free orga- 
num (Evdokimova, 1983: 24) 


Chrste De-i splendor, vir-tus pa-tris-queso-phi-a, e - lei-son. 


- Am-borum sa - crumspi-ra - men,ne-xus a - mor-quee - lei - son. 


Dogocmaoan 9. 3539968 60 Logommdemne@sb d76 gogemmda (drMndg, 1895: 124) 
Example 9. Fragments from the chant Shen Gigalobt (We praise Thee) (Koridze, 1895: 124) 


Jotody, W954 a: a 


0 = - 
“a — — — pa —=— — 
hf =F ee ES ee 


——_— SS SS 4 
‘ : . y 
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dsagomaan 10. sb6mbado sgGmMo. Im&y8o Verbum Patris humanatur. Xl b. o6&mbs(30- 
4qMHo Cd BMdmbaymo LAMAI®yMmgdob dbaosghgdo JoMaymmoe6 http://imslp.org/wiki/ 
File:WIMA.f6ab-verbum.pdf 

Example 10. Anonymous author. Motetus Verbum Patris humanatur, XII c. The resemblance of 
the intonational and harmonical structures with the Georgian http://imslp.org/wiki/File:WIMA. 


foab-verbum.pdf 


—— a ee a ——— 
LVer-bum pa - tris hoo - mao- na - tur, O, ©. dure pu- eo - da 
2.No-vus mo - dus pe - ni- th - re, oO, Oo, sed ex - ce - dens 
$.In pa - reu - te sal - va o- to - ris, Oo, Oo. Lon est pa - Tens 
4An - di par - tum pre - ter mo - rer, QO, OQ. vir - #0 pa - rit 
§.Ho - me de - us no 7 bis da - tur, QO, ©, da o- tus ono - bis 


SS 


sa - lu - ta - tur, Oo fa - ba @ - cunm-da - tur, vi- ri ne - sci - 
ius na - tu - re, 0 Oo, dui ouo- ni- tur ere - ae tu - re cre- ans om - ni - 
Nos - tri mio - ris. Oo. O. vir - gO) pa - rit nec pu- do - ris mar-tent lo- li - 
sal - va - to - rem, Oo oO, ere - a - tuo - ra ere - a - to- rem, pa-trem fi - ii - 
de + mion-shra- tur, Oo, D dain: pax ter - ris ma - cl a+ tur, ce - lig glo - ri - 


' 
Piacpaibbdp teddies 


E - -  ¥a, no ~ Va, gau-di- af 
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Id825 LILNSIBNLN 
(LdISHOIBILI) 


JIMNIAN L5ILILNM ZOO MSNb GI38NMN SHSQNGNNL JILSbIS 


JoMa emo Loggmgbom goommdab abGmMagqmn gobgamsMgdob yggmggobob gobbogqamg- 
dye yyMoc~mgdsb aocmmdab Sg8aMo BMoga3oab bLadysMy a8yMmdb. ago vydggengbo EMmagsb 
XIX-XX boagabggdob dagxbsdeg oym wo(3qmo. 

(36mdagmas, md XI boyyybg7d~@q ao~mmdal Sg8oMa BHMoe0(300 Inge JMabGosby~m 
LodysMmdo ay aodgQgdqmo. doybg@o30e@ sdaobos, JomMaqm bLog3emgbom maGgMoGyw- 
odo dagen Bmab Lodaosmmdmm Mg39MHyQoMob Bgz8oMoe@ (3mebob gQoJGgJdb bogobagdm 
yyMos@~mgds gondmds. 69. aMnamea bsbdagmob (759-861 66.) (36m3Mgd0b smbgMobsb 
dabo dsomaMmeg3o djgambsgmoab yyMoemgesb LomMge 0d RoJGbg sdobgo~mgdb, Mmd bdob- 
Gd Dsdod ,YyM3qemmsd CE gbLobLboy~mmo gobagdse BIMAMSE 2(3Md, Msdgn~y, MMAIAgema(3Z5 
Pogbbo30, Cowygabyg7dgmoe sbbrgm@o... 396b5330%39~™ oym bbogbgdo02 dobo" (Ag@AR-yje9, 
1987: 576). gommMaa Imosbdobwegemob (1009-1065 66.) dgbs69d bom{godos, md ogo bay- 
J0630~m9d039 »WIAGgL yoggmoes Bobogob LEmMas Jobmobs bsMgd08o wos boasemmdgembo 
030 Lobgemabembo ws Igbymdoegds' 030 ao~mmdsmsbo ym3gmbag9 Agybo dobs bg380%- 
am wsabbsgmbo“ (gomMao d(30%9, 1987: 72); O30 aMagme@ bobdagmabs ws aomMao 
Imsbdabegmab dsomaMsgQan@sb AmMbIMdo~@ 45d VRoJG ob gogamgemoabbabgdm, Jgodengds 
303 0JHMM, MHmd BogamaMogayem MbdyEnMgd9dd0 IAmbLybagdyem0 Lodybo3m &gMdI0bgd0 
— ydgommdgmondmdmgoMo~ 80%3g9mdo, bream ,dJasmmdgmomby3gbo" IqgmMgdo — me- 
30b0 dobsoMbom sbemmb wash 3qQ3MmM agnsbegm GyMdobmrb6 ,~medoMo" sby_ ,,LHyen0 
dasmmdgemo” (mMdgemosbo, 1991: 421). (36mdo~@ns, Mmd ,LH AM Igs~mmdam|dse~ o6m- 
09OMEb76 gobbo3zyWHM dom CWobgemmgbgdqYema Daosc~mmdgmgdo, Mmdmg|dd0(3 Igo Berob 
bodasmmd~mm M73g%GysMo Bjz80M5E 0(33ME696”. dob EodowsbHyMgage@ (36mdob ~930- 
Bmbo Mogyeg6 bybw@sdy agobz~e@a0b, Mmd~ab Mobsbdo~@s(3 LHAma Jgs~mdeag|dn dogo 
gommdab di3m@bg9d0"% oMos6 (6-76c00d5, 1911: IV) @e 0/3086 ,A9~MMd0M 89Mo3~o8mboa, 
Loemgbobboyemm, JoMbg060, boGo30 ..." (dobsyMo boJdgg60, 1919: 16). 

MOGHMoGQMyemo GyoMmrgdoesb 0433939, Mmd JoMaggmgda boas~mmadgemmes %g80- 
Ms@ Eobbsgmoabsb d3qcmmog9639 aobbogymMygoqyem aqmdmeanbgdob ofgb6e@bg6. aomman 
Insbdabegmab agbobob mggb wsMaym sbegMddo, bow@s(3 ymacmo@bdow~gs Mgmabddmdmo- 
bo@do dodmgbam 80d6gdb g9 bLoydoMo, gobdIOMBJdqQemo, HY MoGmd oMob Joma 
0396do ,mdMmobdIdmdmabosbo* Jomemme wobsbyabgdom bomdmeagboena, dgMdbyemdo go 
— LMym GH JbGgdom. smmbgma Imegobob gow@dIm39dam, JoMaggemgob dgMdbygdoboa06 
396L6393960m, ,edIMMmabIdmdmabsbo* Bg8oMoe@ Lyme@bosm. ,byxommdams MIMMabLsans 
30/3600 dg3aMam" — B9ML ogo; dgMdbgd0b dgbobgd jo ombadbsgb, md dom ,og039 
mdAMMaALIIMd~@abse msbs 4WKMoo (9. o. LMI Haba dom wWoNMomosgn — 9. b.), Amdgm 
gobsbsbams mob (@odons, 2007: 29). 

bogoMaggmmdoa gommmdab bg8aMo HMos@0(300b bomgmo CseEsbGyMgdoo 8oe~mgmd0bo6b- 
BayMob msboeMmyena d3gqmo JoManmo bodgboj3m eEodbygMemmeds, Mmdgema(3 dagen Mog, 
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fqoMaye@m byembsbgM{ddos FoMImMEg bon. AMoQo34q~m0 Imbsdyemmdnms ws 6g3doMQd0b 
8MHab(3080M d3gema JoMaqea Lodsbagm @sdbg{Memmds Mobs OEMMYAm dsobsbGoqMb oM 8gao- 
3b, MNI(39 BoE~MAMdodbsbGHoqMab Ibaogbse, sc~osbSodyMos (d9Md6. diavsthma — 068 30- 
ema). (336mdog~@ns, GMI nan 9H sbobogb Lodgbogm HabLGob saqmMsmbodIomemydMng 39%s99- 
GAL, 06GB _MZ0emgdb, Bo~mmb, omB Mo(300b badbygdb. 6g3d9g9d0b bLodayomgdom dasmmdgmb 
domeame@ Dg80M|a0E0(39dOM Wobbsgmoma Bobanb aobbybgd0 dggdemm. os~nsbGodqmo 
CosdbAMermeds, Jsbsbs sheEMasdob bLoGy3gd0m, ,arbbbgeggdvyem0 boobMmg3g6m joGganmMoab 
Abobggemoas, boe@o(3 (393g Badsbb Jggbsdsdgdo ymby3Mg8ymo obSmbs3aqjMo dMyb3~, 
Jngge@mb GsMdmowmagb6b oMo dagMo, sMsdge@ Mode J6ndg dagmab gMamds” (sheEMndd9, 
1999: 75). BmGHo(300b gb Lobgmdo gdyoMgdo 8M0b303b, MmMdmn(3 bg980M%0 Co EAMa~mmedn- 
HO HM9E0(30d Lsdybo3m EsdbyMemmdsdo BoMIMbaymMess dgmogbgdqmo, MyI(3o Mogabo 
DbndZbg~mmdam bgasoMa GMse@a300 go~@obmbob (Mepomonax Jla3app (THaruB). LomMmg@ sdo- 
8d 09 GHadab r Boos Hg8oMo BHMoe@a3aab 6m GHo(300e@ oMoab smasMgydayeno. 

(36mdagmas, Mmd dsobsbGosdGo, MmIdab ggm@gbosbs oy Mybgmdo Lbgo@ebb30 ob- 
AMM 989809 gobbmM3agmydqemds bodgho3m wosdbgMemmdob MARMMHdgdd0 Lodao- 
MMd—~mM 8MHo94Ho39do CosbhGadgqMa OrBo(30 ~Wosd330eEMs, M3, Jgbodemmes, dohbyqe 
ag6sb, MmamMi3 bg8aMa HMo@a3oob asMyggg4qmo Wodggamges. Y3Bgqmobg sem] gb 
84M(3g9L0 Esabyrm Mmdob g3emgbosda, Loweo(3 3%] 30Eg3 IX boygqbgdo dgdqdoZ~@o IMo- 
30mmboboobo, 9. 6. woboyMa bm®o(309, MMI~ab Agdgqgmdamo(3 dagMomoe bodsmeng g@oJ- 
LoMe@gdmes. Imagnsbgdom 030 a3g0EM sMg(3mgmab dagh dzIqQdoggdqmdo Mobbsbosbdo 
6m GHo0(309d aobeg36s. Iggmgg0MMS obMoM, ~Cobogmgada EMBogaab MgRMMdob Lodao- 
Mmmdcmm bacmmgbgdsdo dMsgoembdosbmdab (0d 330E@M]Jd0d Job(3o dodgo (Denotos, 1997: 5). 
SndsHGasdo I6zIMEYMo 89e~mgmdobsbGoyMGo GmBs309 (~ssb. 950 6-es6) Xl boy 3~96gdeg 
abdoMgdmMe*. Jgd@aAMIJO Bo 2g0 WosbHodyMo 9. 6. AMagomo brHo(30m (1100-1300 
66.) dg03Z0EMs. EnsbHadgMo oym, ob939, aga6dnbsbSayMo bmGo309 (LEmM 00 09084, 
Bobo d33mg3gMgdabo dao Ed 33096d0d56GyjM OMBo300b 693dqMo -Bo3oab Gosb of 
d093790369396). Mybgmdo dbgdImbyM 9. 6. gMaygyom bm®oi3oob XVI Lowyg3qbob hom3man 
ayg690@b696. XVII Loy 3y6gdo jo dgndydoggb bmBo(300b sbo~ma bobgmde — 9. 6. ,,boba- 
Ho (ComemyMo) 8mI98 90% (Gb. KuHOBapHBIe NOMETEI), MMIQ@Os IZdZg9mMdOMd(3 43,9MS- 
Md Lodsmmab godbo3oo gobe@s dgbodmgdgmo. sdegbse, bLbge@ebb30 JmabGosbo gMab 
Lodasemmdemm gaqm&qModo asdmng3ggmo gMaa bogmm &96eg6(300 — Ba8aM0 HMsea(300b 
BmMGHo308b, EMM gobdoge~mmedodo, ,69Mo~mMdnM0" fogbs(33@~o. 

00 db6M03, LHy~mos@ gobbbgo39dqm0 LyMoma ago]gb bofoMaggmmdo. Jomaamo 
Lodgbogm wodbgMemmds oym Eo EdMhs s~@osbGodIqmo, Mobs3 XVIII-XX boy3y6gqd0b 
b9mbs69M% ddo WCsdIMbIZdq{EmMn sboema 693d4Ho bmBo(300° Wo 9. 6. ,.g¢Mge~mmo" bob&gdo® - 
Bg9MdSeEyMO Lodqbo3m EsdbAMEmmds — seobSqjMgob’. 

MHo30 JoMagmds bodghagr wosdbgMemmdsd bLoyygybggdab aobdogmmdsda sensbSo- 
IQMmds JgobsMhxybs, gb odob bodbogb, md bmBo3oob dogdmbyMH 3Mob308b 39%(3 dMo- 
30embdnsbmdod dgqMmyos bog4yd3ge~0. 

C9 330EMJdyoEmn5 AmMbsdbBMHJdo, Gd JoMayemn d3qgcmo ws sbo~mo bg3dqMO ~Csdbgm- 
mmds boggmgboam bogsmmdegdob doMamogo, jo6mba349% sobgob (B90, 80M39~ bds) 
Ige~mMeayMo Bobsbab Jodmb3gMeb sbobogb. bdoms dg6ymdob 38Mo0b3ad8gd0b d(3me@bg Iao- 
CMmdemgqd0 Mobdbengd bI7ZdL BasoMsE, CSVdMymemgdmoe@ yWoRoM@ JdeE696 daMamse@ bIob. 
(36mdagmo Das~medgob, 9M JI ghJmdoodgomoab (1887-1967) 3900m(3990M, Log3engbom 
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gommeab dgbbogmab bobyab 980897 Mmog@odaMggmoe@ 38oMZgQm0, ‘Sg@s bdo obbs3~9- 
SMES. BaMZgImMmOSb JgmMJ Es Agbodg bdob dobymdob Ambbs3gemg960 LOsgmgda0b 80M39- 
ma g43gbo mgab aobdogmmdsda gygQmgdme@by6. sd 38M0b3a38gd0b LHA~a omgabgdabs 
©d BoMdImbaob gomogabygdob dgde@ga, LogdoMaba ymaRams obs~mo Logo~mmdmoabl domme 
80M39M0 bIOL dgbbsgmo; sdagMo@sb goboeqma dgaaMegda dobbs ~s Jomom dso6b @o- 
Ievy Z0~@JdEMSE YRoM@JdE6j6 80M3qe~ bdob. ,dgmMM] Eo Jgbodg bdIob gnbmo agobbo- 
Beas... A396 qbes dgagg6ymm" — aambgdb doGmba sMBgdo. (36900, M30 JgaoMen 
Jg3EMdb ~CodggQde0, Jobbogmgdgema dom qLOmMgd@o Es bdIsMmse Jgbymdab doMad)- 
dye badqdb Loogebmdes (94Jmdo0d30e~0, 2007). (36mdog~mos, md jo~mm-aoemmednb, 9g. 
6. bggdGyMo Lodghogm bL&omab, Logommdmgdab smgabgd0b dgdega, godd3gbgdqm 
Zo~mmdob gyQemgdme@by6. 9HGJI gMJrdoodgomab dobbogmgdgmo dgmobgw@g3 bogedadg 
gZoddggbgdqemo0 gommdob Lbogemadabsb 06393@0 (36mdag~ dasmmdeagdb — bgLGmmH ymbs- 
Madgb, Lodmb dmemoMadgamb, 068mb6 wo wogam ~xjddodgqdb (y30600, bL., 1964: 5; ygoboo, 
o. 2004: 232), AmMdgmasg965(3 JgQaMeEgd0 ascmmdob asdd3q6gd0b bLoowyIemmy|dgob wo, 
AmamMH?3 Bobb, bdoms Jgbymdob j0eg93 4RBMmM Maye goMosbHIdb gyRemgdme@byb. oM- 
899 gMJrmdsadgamab asbdoMB dom, AMIAM|Mom-Jas~mdgeb ,,bo6bsb6oMH gbdab Lode gmab 
(ab939, MmamMy goommdanb — 4. b.) Eodmemgds ws, My Jobsbb b9~ws3, oJ Dobgmsb Ms 
Noe, AMAGM gbaM(3 ZOb~@S N9MHM, Msd~@gba(3 9M WOES ovb3g0M Co fowb3g0m, Joob(3 of 
dobgom...... bdgd0, HMAMH’3 9H NOES Ed3aMObM, 30(30M Low dagn~@ gm, JoaMsd MMxXQ_M 
gMabsaMse@ woaMgbs dbgmoo...... ig (94Jmdo0d30~@0, 1980: 23). 

»6dgd0b MMRI_IM gMabsOMSE ~CoaMgbo" Mmd dbgm@mo5 Es Hg80MO ao~mmdabsb yr3g~m 
RIM] Bobgobs my bdoms dabymdob IgG-bogemgdse aobbbgogqdqma goMn0bGo bom- 
ImaJdbgd0, bBommoe fobb Jomaqmalb boggmgbom bogsmmdagdab bm 8oMmgdqemo badyydg- 
do~@obs(3. 

CobsMado BsMdme@Eggbamos JgdImAdgeab bodmbsbL{mm bymemoab JmobSob sMbynb- 
309 smeamdoab 99(36%9 demabsMab hobsMomsgob 063,90-™b0 Mo~moe@gdb IgmMHJq Aqbeoab 
bsdo 39M006Go — mM Lows (a @o b) wo gMm g99d396gdyem0 (c) (Jog. 1). gh 3906 60 
ZoEdM(390EmMos COGO Jgs~mmdmab, IAgemJobgeg3 bogodadab dmbsyxgq9d0b, (36mdo~@o Jao- 
mmdemgdob — 0899 ghJrdoadgamabs Eo Eada GMa 89GoMogob Jagm. 80M3g9m@0 (a) Co 
dgbod9 (c) 93°9Z60L 9HHQd ghMJmdoodgomb, bmerm IgmmMy (b) - cado&Mo 85 GHoMog0b%, 

d9MH030 Bommb bogsmmdgemms Igemmeons-dIme@gemgddo (a Co b) yyMoe@~mgdosb odsy- 
AML 3306GyMo Ed MAGo3{4qMa soMomg|mnIgQd0. Jomasb 38oM3gg9mdo MMdsAQ0 33069- 
dob (33068 6mb53mMe dob) 89MM Mobdas q8oMoG bo (bobmea doasmomgdda 80Msm9- 
mobdgdo0 Mygo~mgdo0n00 sobodb-yen0); godd396gdqem0 deyboro (c) godmMmhigamos b9~@o0 bdodo 
(9. 6. oJ85do) SoMIMEgZ 760m AdBMEZnds(304E~M0 (33C~MmomMg|d0M, Mobs(3 69. 9430099 o~d- 
LoMgdgemo ,,gamme@sb bdam aowobgmeb* qbme@gdb; Lobgemomdm, dgbmob dgmmg bo- 
439390 3e6mbogaMa Bobg0b gMan dmbs33g9mM0 aomfabsMygdyemos Eo fobsE3gmgd~yemos 
Logo ad8Mmgnbds3ayemo 39M09bGom (bobm 8 dogocmoada oan by39 8am bsbgdomoo o~- 
bad6yem0), Ho3 93 MY adgnomns aosddggbgdqyem Logo~mmdmyddo. oJ soMoe~mgmnbI90- 
M6 GAME 033gD]Jd9 bdoms Jg~@oMgdomM MogabyQocmo gobgamsMJd9 Co WobSMegds 
SqQMEMb QM gM9d96G0(3. LobMGrm dogs~omoab bodogq badydob mgemob dg3gmgdo(3_ yo 
bogdomabas adabmgob, md dggbodbmam domda bdomse dgbymdob bLbgemds. boaymabbdms, 
Amd BoMdmeEagbamo dM5390739MM3Zb6gd9 ghan Lodasmmdmm Lymemoab gRomMamgddos ao- 
Imgemgboemra Eo ,bg8AMA go~mmdab® dgImMAJIQ@gJdOM BMM(3gbb sbe@rogb. 
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XIX boy 34 69do AMoge~mMa36mMg3060 JoMaqema bLoggemgbom boas~mmdmgdob bynbo- 
basbo EmMBoi3oam fobgMab dgdw@ga, Logommdgmms Bg8oMo@ Lbogmgdab d3gqgmgb dg- 
ameb aoJmmdab boyMnbg wogdq mo, Mob godmr3 Ig GabLdgGoe bxyb~ebg6 Jb(3mg0b60 Jao- 
MMde~M]S0; (5d93xR%0MJd0M 99 30(390@676 Mo Loas~mdgemme LOogmgdob SHMowa3oyemo 
IgomMeEab CoE WBoMoGgbrdob, mosbsdgeMng99db Jobo dobsMAybyd0b396 Irabrmeogde@- 
696. (36mdog~mo Jasemmdgemn g8abym8mbo b&gy%o069g (30boeo) 32MSgmsd30mo (1858-1936) 
Bg9Meo: 49d dgqgmds bg8aMQd0d go~mmds-bLadagMoabsd dgnboMAybs JoMmygqgemms mgabm- 
Zabmds ws gobbo3yMM dom bobosmo. 0d Bg8aMg0~@0(3g9dodo AmMbbsgmgb6o 9Aggg006 od 
bdoms wWsdobsboomgdge~m Mgabgdoms, MmdAgmbay AgMMdQmose@ smBMeEd@a yyMobsmgob 
AgwpGyosMgdgemns Eo doMdoMmbrdo (39Gdg~@sd30~@0, NO131). 

IMgrEgIMIMSZMab g9Ed-(39doM, dob dodob, godImMAgam Jasmmdgmb, dre3gegm amhoame 
B2Mdgmsdgamb, smedob drbsb§Mob obomhodmysmadgdqmo awybeabogob 3bMo mgab 
Zobdogmmdsdo Sg8oMdgHy3gm dM WonbLbogmydos MMMII8039 boyge~mm wSmgbobbox- 
mab Logommdmgdo (0439). 99539 IgmmeEam sbbs3gm@o gom~mmdsb agmomabs wo dgdmJ- 
Ige@ab dIrbsLAMydab Lodasmmdemm &Ms~@a(309dbg smbBMeomo gMa-gMa qeawgbo Jao- 
mmdgemo 068mb6 wddsd5 (1824-1907). bymberosbo Lobbo3mm 8HmaMsde, MmMIMaM(3 
dobo Imbsy399d0 aoommdob 3MeEbsb gygRmgdme@bg6, 3750 Loasmmedmoab %980%3900(39- 
dam dgbbogmob omgomoabbob96e@0 (bodmbod30@0). 

bgs0Ma BMsea3a0b LodysMg9bg Jaq~mamgdb, 93%jMg3g, Logs~mmdmy|ddo dys boy 3%y- 
Bggd0b Lodgbagm sbMmgbgdabagab wodobobosmgdgmo QmMdgqmygdmamdob asdm3gemgbo. 
XIX-XX bLowgaybggdob daybsd9 AobgmMamo boasemdgmgdab jymd3mba3ayMo 3M%0b6(308gd0b 
3309ZOLSL 033939, Hd oMs JdmMemmMe Lows, 9Md9E a0dd3g76gd4em0 Loasemmdgngdob bo- 
RNdZ9IE~MbL zobrbobgdyena abHmbs3ayMo gmMd\E|Id0 KoMdmseEagbb. Lobodqdme Imagyo3b 
odgMQAE-ayMyomo yjo~mb FoMmgab bLoas~mmemoab ,dmg3ge@om moyyebob 3b(3gm"* 943- 
bo 3gMboo (Joa. 2), AMdmM|d0(3 momobyMa sbdobob sbmgdomss smbodbymo (69. 9437 
oadg smdbsMgdmoab (39@gbgenodob) bgembsbyMa~@eb — Lodo, ~Eg306mMb Moyeogb bybweosdob 
BMQdeema@ob — gHon, Baemadmb JmMadab 3Mqdeemag~gob — mM). LobM8Bm Iogo~mando GoM- 
ImeEagbomos bows ws 39dd376gd4jema B9Mnsb 8 dob gor~mm-dregmgdab 80M3gmo bade, 9. 6. 
odo (326mbo349%0 agMdob 439%960 Robdsyemos bMggdd0; 3939d0m smbadbyyemns 39dd396- 
90900, bm by39 8am bodgdam — bododbobm Bobg0~@0b as~obmob dmbo339mg00"°. boao- 
mmdgmo gdgbo Inbemobasb dgwmagds. Ig~@oMgdamn sbomobab Jg~m@gg9e 0433939, md 
goddgg6gdab donbg@o30@, IJgommdmydna, 64. g74gmadg smdboMgdemoab baSy39d0m Mmd 
3J39M, »g0~mmb 330%" ~asbob" (my 3M JoZ0~Mgd Dbgw3xzgCmMdsdo MAMdO~@Sb ,,dago- 
wmodog asw@sbg93ab" d30%9 dgdmb39390b, Mo(3 bogbgd0m c@sb5d39d09) CS 33CM3_ BOMM- 
Aemg_dMngZ0 Sb’Megbgdab gMMayomba MAgdnsb. gb jo odob bodbsgb, Mmd asdd3gqbgd~yem0 
L&amoab Csd330EMJdob, DIBMMg0bs(30qma bgo~mgbgdab gobgamsMgd0b, boy 3ybgqd0b 
gZobdoge@mmdsdo 03 Lodyybojm sbMmgbgdob d3gma 8Mnb3ad8gdabo Es 93 CodbgMe~mmdab 
doMgqemo (33mamM|do 0% a9dmMjb39300 (oy © fogmgmam bga8aM0 HMosea300b doGoMyo- 
Jem 4 306ob36gemo Momdob dasmmdgammes — 0% 89I gMJrdoodgamabs Es ~CondaG®Mo 3808oH- 
o30b b93doM {dye bgmbsbgMQddo dabodqIsdeEg wCoygoba~m Lodsbogm 60d69ab). 

09 dbM3, L630 gamsMgdo9 dobsbGHaqM Lodgo~mmdmm bom~mgbgdodo. of j3oommgm- 
BagMma L&ogmoab C9330EM%]d9d Iyoboy 3y6yq9d0bomgob Esdobsboomgdgemo QmMIN@|dMo- 
30 SdbMMgbgdab aoJMmds aobosoMmeds. sdob dgobobgd ~enda SMa ymbmdImbo bgHL: ,,d0bo6- 
GoM asemmedob yggmo Lobgmdo, AmamM 3 sdob Ago boy y3ybgqd0b ByoMmgd0 Imbdmd96, 
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RMMIAQM|dMaZNd, bLmE~m Jobo gobgamoMgdab dmerm gGo3%qJ ymd3mbaGmMgd0b sboemds 
MM65d JosGmgeo gb 8GoJGogzo obo, Ieoo@Mymse MMbsdgZ6GoMgdqymoa jgor~mambayMo 
L&omob Lobomagdemmeo" (comenndg, 2001: 21)". SIO JbsE, Joma Lodagsmmd~mm 8MoJ- 
8030do0 bodgbogr sbMmgbgdob doMdggemo QmMdgQd0 XIX—-XX boy y3ybgdob doyxbodeg aym 
DqboMAhxyQbgdxjemn aormmdal (3(36omo dgd330@MJMdnm HMoea300b doGHoMgdgm dasmm- 
dgmoas domob. 

ymg3gemngg dgdra HJIqmab boy qd39mbyq, Jgademgdo om|gob, md bsdsMnggemmda 
aocmmdnb dg8aMa BMsea3anb LagmybeabyGsMnsbds, M93 Ldbagm sdMmgb6gdnb d39- 
m0 AMMAQdabs ~s ~SdDBQMermdnk 8MHnbyadsgdabseodn gMinmayemgdsdos asdm3gemgbaemn, Ag9- 
6399 ImmBgyEH Loasemdmgdda baggemgbam Aybagab sMdovyema JMggdnb dgbsMAyb69d5%9 
doynamgeab. 


d96nd36980 


' SgMdbxjea0 »89MIMbaabL* AgbsGBygobo dggemoa JoMoryema GgMInbo ,dgbymdamgdo* mMHo bodgbajm-mg- 
MMHaymo AbodZbgm~mmdoM godmnygbgdMe@s — ja~mb, Bobabs Es bdoms Jg7bymdob smbodbs3e@o 


a Z9MES sdobo, LHe Jasmmdmy|do Bemmde@bg6 d3gmo0 JoMaqemoa Lodgha3m EodbgMeEmdab (3me- 
Bob, od8Mmgnbs300b baemmgbgdab, EoMdMygmm|dmoe@ aoemmdebgy6 bgdabdagMa LoMavyemnabs0d69db; 
baengboggdmesm JoManm Lodbdosb bog3gemgbom Logommdemyddo E998 9d0M0 bsdo bIob RoMnge — 
Jd3b bdow@ aommeds, Mabo ImbIj7bs(3 JdmME~ME EE EEAgbobbs4y~mgdbq aYym Agbodmydgmoa 


3 ob. Lobymo gomgq(3o0b os@aoMJ60 Sin.Geo.O.1; Sin.Geo.0.14 (X b-ob | bob.); agemab oo~gomo, dago- 
gem ImMeEM 30mMabL nseEaoMo. bgmbsbyMMs FMmgZbqmo (396HMab bam~mbsbyMo S-425 (977-988), am™- 
@os6gb dmabsoMans 3Mgdqm0, bIGb A-603 (X-XILL.), smmbyMa 3mm~mgqi300b bgembobym0 Ath-85 (XI 
Lb.) eo bog 


7 OI39 89—MgMd0O56GNMH bGs(309d039 ObHIMZomgd0b DHbGo EogodboMgdob Gg6w@g6(309 oAgbbL 
oogb (3aye@mobLbdmda gmomgbob 6m 8 s(300b) 


> ab. bgeamgbgdob gMmgbyem (396GMdo wooo bgmbsbgM|Qd0 Q-845, Q-298, Q-651, Q-830 eo bb3o 


rkMgemomo* Lob&jdo aqmobbdmdb Logommdmoab Bobgab go6domMA dob LoSyg0gMoe@ Jobo dodowagbg- 
mo dg~mmens-Imegemydab (,¢Mge~mgd0b*) Lobge@mbMeagagoab 06 odo my 0d Logo~mdama@sb smgoyemo 
LAM AIG®QH QMO AMO_yM|d0b Jgbodsdobo LaSyg30g9ho HoJbGgdob Igd3gmdom 


7 ob. daymoobab bob. dXdg9ob bgmbsb9M9d0 N2368 wo Ne467; bIGb Q-103, Q-1045 @o bb3o 


80MB9m0 RobgMs gobo Mmbydodgomds, IgmMM] — Dodoo 89G9Mg30d, bme~m dAgbsdg mda~moabob 
bob. gmbbgMz0GmMoab JoMoyema bomb yMo bsdybogr AgImAIgeEgd0b modmMsGmMnosdo ~wEo(3vjeno 
bosMdogm Robsbymab we. Ag~rmosdga~mab dog godogMymo bodydos (ob. Gmbydsdg0mo, 1976: 8; 
gMJg06od9, 2003: 8; Iqemosdgoemo, 2006: 31) 


gg@gboab 93 8m3930@mo0b goyfdgdobo (1811 6.) eo Gabo gabsGJmbygdob IdsMngg~mmdob bobsdo 
LogoMaggemb g3engbos-dmbobGM7ddo MsbEsmsbmdom Bg7bb aZ0~Egdeo sgmMMeyenn Bymdob 93%m—- 
3890S 7dqmO AMoZ0e~Mbdosba aseEmmds, MMIM@ab as3gM3gemgdab Amdb6M|gd0 JoMay~mo 339M Go-3306- 
AHyMo Cymdab IMsgoembdosbmdob oMsggmambImgo6bs Eo yozoQ_mboyMb ~yGm@gd~e696 
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i bogommdmob g4gb goMos6&o ob.: a). Q-674: 251-252 aes bogom@mmd geo. bows jog); b) 
b6~@o0d9, 1911: 7-8; c) Q-674: 209-211 ee 30mm); d) 9%Jg060d9, 2004: 226-228 (9430099 
B9MgLge@modob bymbsbyMab dobgj~g3Z0m); €) Jody, 1895: 35-38; f) JeModg, 1895: 38-41 


a Myjd(3d, (JoMBogmad, HMI AMMO ga~m, JoJogem ImeEM|30mob (X b.) LoGy39d0M md 3mJ3om, Jgbs- 
dems, ~MavyoMo aymb* (oma bymbsbyMns ombBgMa~mds, 1959: 545), Gobo bomgmo bodydos 
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MAGDA SUKHIASHVILI 
(GEORGIA) 


ON THE ORAL TRADITION OF GEORGIAN SACRED CHANT 


When researching the historical development of Georgian sacred music the stability of the 
oral tradition of chanting attracts a lot of attention. It was preserved since the most ancient times 
until the turn of the 19-20" centuries. 

It is usually believed that till the 11" century the oral tradition of chanting was prevalent in the 
whole Christian world. Despite this, special attention was paid in Georgian ecclesiastic literature 
to keeping alive in memory the annual repertory of chants. When describing the life of Gregory 
of Khandzta (759-861) it is to this fact that his biographer draws the reader’s attention. He writes 
that “the holy father knew the rules of all the feasts very well, as whatever he had learned he never 
forgot... His memory was amazing” (Merchule, 1987: 576). About George the Athonite (1009- 
1065) it is said “He was cleverer than all the others of his age and learned all the annual chants 
and modes and melodies very quickly” (sagalobelni igi satselitsdoni da shedsqobilebani)' (Giorgi 
Mtsire, 1987: 72). If we take into consideration these facts selected from the biographies of Greg- 
ory of Khandzta and Giorgi Merchule, it may be concluded that the musical terms mentioned in 
the hagiographical compositions Mgalobeltamodzgvari (master of the chanters) — in the first and 
Megalobeltukhutsesi (chief of the chanters) — in the other — are closer in meaning to the later term 
lodbari or “a full chanter” (Orbeliani, 1991: 421). It is known that the name “full chanter” was 
given to those who knew the chanting repertory of the whole year by heart’. This is evidenced by 
the information provided by the archpriest Razhden Khundadze, who says that full chanters are 
those who know “all the chants” (Khundadze, 1911: IV) and know the Paraclition (Octioch), festive 
chants, chants for fasts and Passover...” ( Shinauri Sakmeebi, 1919: 16). 

Literary sources state that since ancient times Georgians have shown great diligence in mem- 
orizing hymns. In the colophon of the June menaion which deals with the hymns dedicated to the 
Holy Virgin, it is explained why in the Georgian 7veni (menaion) only the beginning of the Holy 
Virgin’s hymns (Ghvtismshoblisani) are presented, but in the Greek one they are presented com- 
pletely. According to George the Athonite, unlike Greeks, Georgians knew Ghyvtismshoblisani by 
heart. “By God’s grace we know them by heart’, he writes; in connection with the Greeks he writes 
that they (Greeks) presented the full texts, which were recited by the kananakhes (presentor of the 
monastic choir) (Jghamaia, 2007: 29). 

The presence of an oral chanting tradition in Georgia is evidenced by the old Georgian musical 
notation of the Paleobyzantine period which is attested in a number of Georgian manuscripts*. The 
old Georgian musical signs are unlike their contemporary Byzantine signs in their graphical outline 
and the neumatic principle, though like the Paleobyzantine they are adiamastic (Greek diavsthma 
— interval). It is common knowledge that they do not indicate the sound pitch parameters, intervals, 
mode and alteration signs. The neumas only helped the chanter to remember the melody that had 
been already learned. As Manana Andriadze writes “the adiamastic notation denotes a different 
thinking category where a concrete intonational movement corresponds to a separate sign, the unit 
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is not the sound but the unity of several sounds” (Andriadze, 1999: 75). This kind of notation is 
based on the principle through which in the musical notation the oral and written traditions are 
combined harmoniously, though the oral tradition outweighs the latter (hieromonk Lazar (Gnativ). 
Therefore this type of notation is considered the notation of the oral tradition. 

It is known that the musical notation reforms taken up at different historical stages in Byzan- 
tium, the Roman Church, and Russia established the Diastimic notation in the chanting practice, 
which can be considered the certain downfall of the oral tradition. The earliest of these processes 
began in the Roman Church, where a multilinear, the so-called dasian, notation was worked out, 
which indicated the pitch of the sounds. Later it was replaced by the four-linear notation worked out 
by Guido d’Arrezzo. Scholars think the notation reform in the West was stimulated by the introduc- 
tion of multipart singing in the chanting practice (Fedotov, 1997: 5). In Byzantium the mnemonic 
— Paleobyzantine notation (from about 950) had been used until the twelfth century*. Subsequently 
it was replaced by the Diastimic i.e. the round notation (1100-1300). The late Byzantine notation 
was also Diastimic (therefore some of the scholars do not ascribe the medieval and late Byzantine 
notation to the type of the neumatic notation). In Russia the mnemonic, the so-called kryuk notation 
was used including in the sixteenth century. In the seventeenth century a new type of notation, the 
so-called “cinnabar” (red) signs (Russian — “kinovarnie pometi”) was worked out, by means of 
which the pitch of the sounds could be indicated. Thus in the chanting cultures of different Chris- 
tian nations a common tendency took shape — in the course of time the oral tradition notation was 
replaced by the “written” one. 

In Georgia the picture is quite different. Georgian musical notation has always been Adiasti- 
mic, which is evidenced by the new neumatic notation? attested in the 18"-20"-century manuscripts 
and the so-called “chreli’” (variation) system® — the verbal musical notation’. 

Since the Georgian notation system has remained Adiastimic for centuries, it means that even 
multipart singing failed to overpower it. 

It is accepted that the old and new Georgian neumatic notation reflects the movement of the 
melodic design of the basic, canonical tune (the top voice) of the chants. The chanters, who knew 
the principles of the voice adjustment, orally, without any difficulty adjusted the accompanying 
parts to the main one. According to Artem Erkomaishvili (1887—1967), a well-known chanter, at 
the initial stage of learning the hymns, the top voice was taught first . The students studied adjusting 
the higher, second part and the lower, third part to the top voice during the first six months. After 
fully mastering these principles and a thorough learning of harmony, it was sufficient to learn only 
the top part; since then the disciples, who had had enough practice, found no difficulty in adjusting 
the higher and lower third part to the top part independently. “Nobody thought of teaching us the 
second part and the third part”, remembers Artem Erkomaishvili, “we were to do it ourselves”. Of 
course, if the student made a mistake, the teacher corrected it immediately and suggested the true 
variant (Erkomaishvili, 2007). It is of common knowledge that after learning the mode-chanting, 
the chants of the so-called neumatic musical style they mastered decorated chanting. When teach- 
ing decorated chanting Artem Erkomaishvili’s teacher Melchizedek Nakashidze invited the famous 
chanters Nestor Kontridze, Simon Molarishvili, Anton and David Dumbadze (Zhvania, 1964: 53; 
Zhvania, 2004: 232), from whom the disciples learned the secrets of chant decoration and, as it 
seems, more complex versions of the voice adjustment. As Artem Erokaimshvili explains, the 
chanter “hears the end of the song (and the chant) in advance and if the goal is seen it is not difficult 
to achieve it, whichever way you take and how many turns you may take up and down you are sure 
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to get there... However the voices may be twisted, we know where to get, but it is impossible to 
twist the voices in one and the same manner twice...” (Erkomaishvili, 1980: 23). 

That “it is impossible to twist the voices in one and the same manner twice” and that in oral 
chanting a more or less different version of the tune and voice adjustment is created, is evident in 
the notated specimens of Georgian church chanting. 

In notated sample of the supplement three versions — two plain (a and b) and one decorated (c) 
insets “the Angel is Crying out” of the Shemokmedi Chanting School heirmos of Christ’s Glorious 
Ressurection are presented (ex. 1). These variants were handed down by Artem Erkomaishvili and 
Dimitri Patarava’, pupils of the great Chanter Melchizedek Nakashidze. 

In the melody-models of simple mode (a, b) the fifth-octave parallelisms attract attention, 
prevalent in the former is the parallelism of double fifths (fifth-ninth chords) (in the notated exam- 
ples the parallelisms are indicated by arcs); the ornamented stanza (c) is distinguished in the impro- 
vised alternation in top part (the so-called “tkma” — narration), which St. Euthymius the Confessor 
calls “moving from mode with a voice”; namely in the second intonational phrase of the stanza one 
section of the canonical melody “is lost” (Ekvtime Kereselidze’s expression) and is superseded 
by another improvised version (indicated by a hook in the notated example), which is not a rare 
occurrence in ornamented chants. Here alongside parallelisms a comparatively free development of 
voices is marked out and a drone element is also corroborated. A simple glance at the three samples 
of the notated specimens is sufficient to notice the difference between the vocal adjustments. Also 
noteworthy is the fact that the afore-discussed diversity is manifested within one school of chant 
and accompanies the creative process of “oral chanting”. 

In the 19" century after writing down the numerous Georgian ecclesiastic chants in the five- 
line musical notation the method of oral teaching of chants was threatened with extinction, which 
caused great concern to old chanters. Insisting on the superiority of the traditional method of oral 
teaching of the chants, they called on their contemporaries to preserve it. The famous chanter bish- 
op Stephane (Vasil) Karbelashvili (1858—1936) wrote, “It was the retaining of the old method of 
memorizing the chants and songs that preserved the originality of Georgians, especially of their 
character. In the process of memorizing the students get accustomed to the characteristic features 
of those voices (parts), which sound alien to the European ear and is thought to be Barbarian” 
(Karbelashvili, #. 131). 

As the archbishop says, his father the priest Grigol Karbelashvili, an outstanding chanter 
taught orally all the chants of the Twelve Lord’s Feasts to the newly formed choir of Bodbe. It took 
him nine months (ibid.). One of the greatest chanters, Anton Dumbadze (1824-1907), brought up 
on the chanting traditions of the Gelati and Shemokmedi monasteries, taught chanting by the same 
method. The five-year-long teaching curriculum, according to which his pupils learned chanting, 
envisaged memorizing 3750 chants (Simonishvili). 

The presence of the melodic formulas, characteristic of medieval musical thinking, indicates 
the stability of the oral tradition. By studying the compositional principles recorded at the turn of 
the 19" and 20" centuries it was discovered that not only the plain but also the decorated chants 
were based on canonized intonational formulas. In supplement I have presented as an example 
six versions of the liturgical chant in the Imeretian-Gurian mode O, Come, let us worship (ex. 2), 
which are denoted by the letters of the Latin alphabet (three from St Euthymius the Confessor’s 
(Kereselidze) manuscript, one from the collection of the archpriest Razdhen Khundadze’s collec- 
tion, two-from Filimon Koridze’s collection). In the notated specimens the top voice, the so-called 


438 Magda Sukhiashvili 


tkma (the sounds of the canonical axis are set within circles) of the simple and ornamented variants 
are presented; ornaments are indicated by hooks and a deviation from the basic tune is indicated by 
interrupted lines. The chant consists of six stanzas. A comparative analysis revealed that despite 
ornamentation, as St. Euthymius Confessor says, the chanters “follow the traces of the mode’ (if 
we do not consider some minor deviations from the axis from time to time). And this means that 
neither the introduction of the ornamented style nor the development of the art of improvisation 
resulted in fundamental changes to the old principles either of the musical style or musical nota- 
tion'! (if we do not take into consideration the minimum number of musical signs in the neumatic 
manuscripts of the last generation chanters Artem Erkomaishvili and Dimitri Patarava, who were 
devoted to the oral traditions). 

In this connection the situation is different in the Byzantine chanting practice. Here the intro- 
duction of the calophonic style caused the disappearance of the melodic formula-based thinking, 
characteristic of the Middle Ages. Dimitry Canomos writes the following about this, “All kinds of 
the Byzantine chanting as is evidenced by the medieval sources, are melodic-formula based, but at 
the last stage of its development the new generation of the composers abandoned this practice in 
favour of the new, richly decorated calophonic style” (Dolidze, 2002: 74)'*. Thus the ancient forms 
of the musical thinking were preserved in the Georgian chanting practice until the turn of the 19°- 
20" centuries among the chanters pursuing the live hereditary tradition. 

Proceeding from all that has been said above it may be concluded that in Georgia the viabil- 
ity of the oral chanting tradition expressed by the loyalty to the principles of the old forms of 
musical thinking and notation in the chants that come down to this day indicates the survival 
of the archaic layers of sacred music. 


Notes 


' “Shetsqobileba” — an old Georgian term, had two musical-theoretical meanings denoting the mode tune 
and adjustment of voices 


? Apart from that full chanters knew the old Georgian musical notation, the art of improvisation and per- 
formed the hymns, however complex they might have been, without any difficulty 


3 See: the Tropologia of the Sinaic collection Sin.Geo.-1; Sin. Geo-0. 14 (1* part of the 10 cent; Yale 
Tropologion, Michael Modrekili’s Tropologion NCM (National Centre of Manuscripts) s-425 (977- 
988), Jordan’s collection of the Heirmoi NCM A-603 (10-11 cent), manuscript of the Athonite 
collection Ath-85 (11" cent.) and others 


* However, the tendency of accurate documentation of intervals is topical in Paleo-Byzantine notation 
(implied here is Coalen’s notation) 


> See: manuscripts Q-845, Q-298, Q-651, Q-830 etc. at the National Centre of Manuscripts 


° The “chreli” system implies verbal definition of chant melody by means of the corresponding verbal 
texts selected from their constituent tune-models, the names of “chreli” of this or that chant 


7 See manuscripts No 368 and No 467 of Kutaisi State Museum; Manuscripts of the NCM, Q-103, Q04a 
and others 
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8 The first was recorded by Kakhi Rosebashvili, the second — by Mamia Patarava, the third was tran- 
scribed by Davit Shughliashvili (Rosebashvili, 1976: 8; Erkvanidze, 2003: 8; Shughliashvili, 2006: 31) 


° After the abolition of the autocephaly of the Georgian church and under the rule of the Russian exarchs 
in Georgian churches and monasteries the Europized multipart chanting of the chordal structure was 
being introduced gradually. Its supporters called the Georgian polyphony of the fourth-fifth scales 


disharmonious and cacophonous 


'0 See six versions of the chant: a) Q674: 251-252 (children’s chant, plain mode); b) Khundadze, 1911: 
7-8; c) Q-674: 209-211 (true mode); d) Erkvanidze, 2004: 226-228 (after Ekvtime Kereselidze’s 
manuscript); e) Koridze, 1895: 35-38; f) Koridze, 1895: 38-41 


'' Tt is known that one melody — to quote Mikael Modrekili’s (X c.) words — might be of “two kinds” 
(Description of Georgian Manuscripts, 1959: 545); The example of above mentioned are two versions 
of VI b stanza in example 2 


'2 Conomos Dimitri (1984). Byzantine Hymnography and Byzantine Chant. Brookline, p. 33 
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dsgomoann 1. 0639™Mb0 Momos~@ db. IgIMJIge@ob Lymm. gowedm(3gdqjemon 0% ]QI gMJr- 
Isndga~@abs ~Es 8oHsMogob dog [o) Gmbgdod30~mn, 1976: 8, 4) g%J43060d9, 2003: 8 wo a) 
Iqmemosd3omo, 2006: 31] 

Example 1. Angelozi ghaghadebs (The Angel Cried Unto Her). Saemokmedi School. Performed 
by Artem Erkomaishvili and Dimitri Patarava [a) Rosebashvili, 1976: 8, b) Erkvanidze, 2003: 8 
and c) Shughliashvili, 2006: 31] 


54699 gOJodsodgo~ob goMosbGo (Lows jogrr) 
Artem Erkomaishvili's version (the plain mode) 


& a 
SS a ee 
K— 


090HMG0 B9H9Gosgsb_ goGosbGo (Lowes gog~r) 
Dimitri Patarava's version (the plain mode) 


SHG9dI JOJoOIsoDg0~ob goMosbGo (g9993q6gd4e0 Zoe) 
Artem Erkomaishvili's version (the decorated mode) 


—————————————EEEEEEEE=~—=E=Eo=S=>~[hDnD[D[hD[Dh[DhDhDhDLlOS"F 
G [cS = SS SES 
A, 


do - ogg - oy pea) ¥90- 0-0 - bees 
c eS SS SS 
Coy 527 7 = | 
oe a a a (-———o—4 
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dogma 2. dm3gc@0mM 0593560b-3(39m. 1-6 Agbena, 6 39Mosb6 G0: 

3), 3) ggMgbgmod9, Q-674: 251-252, 209-211; 3) bbeoodg, 1911: 7-8; ©) gMJgo60d9, 2004: 
226-228; 9), 3) drmModg, 1895: 35-38, 38-41 

Example 2. Movedit Taqvanis-vtset (O Come Let Us Worship). 1-6 stanzas , 6 variants: 


a), c) Kereselidze, Q-674: 251-252, 209-211; b) Khundadze, 1911: 7-8; d) Erkavanidze, 2004: 
226-228; e), f) Koridze, 1895: 35-38, 38-41 


I4nbgro I 
Phrase | 


mo-ve - dit ta - qua - nis - _ vstset 
b) 
8m - 39 - wom os - qgo - bob - — gbggm 
mo - ve -_ dit ta - qua - nis - vstset 
i 
o™ 
ANS ——— 


am - 39 - gon os - gays - bols - ee 


mo - ve - dit ta - qua - nis - vstset 


8m - 39 - wom OS gyo  - bob - 3bG9m 


mo - ve - dit ta - qua - nis - vstset 


8m - gg - eon ors - gaye - bols - 3bGan 


mo-ve - dit ta - qua - nis - vstset 


mo-ve - dit ta - qua - nis - vstset 
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dbo Il 
Phrase Il 
a) 
62-90-86 6-9 0 809 06 
wo ‘Og - J ~ gG@gm Joo - bag ; bo age 
da she - u-—vrdet kri - ste - sa eva 


b) 
eo 106 0 6g 6 OTe GOO rT 
% Od ‘dg - 90 - gogo joo - b - &% - lo azo 

da she - uvr det kri s te - sa gva 


d) 
6-8-0 9-0 9 6 9 8 8 0 
(Wo ag - J3@ - ego ive 7h By ? - bs 
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dabeoo Il 
Phrase Ill 
BO 28@r8 ee rrr ree 
Gbrg - fyb ag mgn0  - - © 
tsxov - nen chuen dze - oO ghvti - ga - 0 
b) 
(6 — P89 Og oo 8 0p 
¥ 
Zo - GBbmg - bgb  fygb a9 gdamo bo - CU) 
gua - tsxov - nen chuen dze - 0 ghmrti - sa - 0 
) 
40-00-90 aad 
(3beg - bab Bengb mga0 - bo - © 
tsxov - nen chuen . ghyti - sa 0 
977-363-696 fygh dg - © edamo - be 7 9) 
gua - tsxov-nen chuen dze - 0 ghmrti - sa - (i) 


e) 
E& OOO? 110200 1 POON grrr ts 


Azo-Qbe- 3 - 696 byg-6 dg - pdaao - rm) 
gua-tsxo-v - nen chue-n dze - 0 ghmrti - sa - - - - 0 
f) 
——___——. on 
o 
[E20 or: Or, O-OO rr Oo Ll ofr -l6 
mi 30-G bergbgb Beygb dg - © mdGao - bo - © 


gva-tsxov-nen chuen dze - 0 ghmrti - sa - 0 
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da bgeao IV 
Phrase IV 
a) 
[600 0-9-0 0 
: d= LKQ - do - gee yaw - oom) 
a - ghdgo - mi -_ io mkvdre - tit 


Y/Y 
I 
8 of - RAM do or djyemg - mom 
agh dgo - mi - io mkudre -_ tit 

C) 
e020 9 0 7 eo ee 

Se RBM do 333% 

agh - dgo mi 7 mkvdre - tit 
d) 
55 oP = CAM - do - eM CRM ICLGH| 00 

agh - dgo - mi lo mkudre - tit 
e) 


SC CPT) do - gM ems - 00 

agh - dgo mi - lo mkudre - tit 
i ote Sree = =s 
> — SS 

om - war - do dggmGg - 0007 

agh - dgo mi - fi mkvdre - tit 
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dn beo V 
Phrase V 


—— 


b) 

[gO 0-9-9999 0 8 

Cc) 

pe 0 ee Or ee 
De 

[e209 o — @ 

e) 

[p= 0-0-6 eS 
f) 

p= ee eee 
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dy beo VI 
Phrase VI 
a) 
= 


b 


a - 


o 
a lu 


) 


C) 

ee =f ==> = 
d) 

62-0 ee 

€) 

ee 3-9. SS 

f) 

4 @- @ == == 
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99065 B IGIBSENAI 
(LdISHOIBILY) 


JIMDIIAN LOIILNGM LNLGIS (IM3LI BNIMbNN3d) 


MMHameg gab bab dgw@as Agdo Loem{8mMHm wabgMBo(300b (5339 Mgdobg: ,Jom- 
Ama gommdob 6mH9dOq9 gowesmgdab ab®MMos Eo JoMaymo bodgqbagm bob&gdo“ (96- 
Jgobodg, 2014). 

Jomagqmoa bodgbogm bLob&gdob dgbob9d d3gqemo EMmab HAQMMaQmMa HMoJ GoGo oH 
dgImMagMAgbos. LodogagMme, omdmmosbyda smdmghbeom bLb3ge mge~mbobMobom, goa30h- 
Bos Ms dggmo 8MHmexgbombsmo Jasmmmdgm-dmdagmegdab dag 100 berob bobsbegmo 
©d dzIw@amda 38gMaME Ob oN~omfsbsbyMgd0. d3gma JoMaqemo bodgbogm bLob&gdabo ws 
Lob&gdqMo sdbMmg6gd0b (Lb3z06ooMee, A396 odob goemmdo obMmgb6gd0b 376me@9d0) COo~o- 
ag6ob gAmoeghma bLodyomgdsb domo OMS Iq(3bogMyAMa sbo~mobo wo sgqQbHog3qQMo ao- 
93960 BoMdmo~@agbb. d3gmo fobobyMgdob ogqbGogqmo sbs~moba XgM 30~Eg3 ymbbgm- 
308MMasdo LEogmab 8g9Mamedo wogobyg. 

abdob gombge, my Msdegbsess wWs(3qQmo ws JobsSMANLgdqemo od fobsbgMgddGo0 bo- 
Agbagm Lab&gIo Eo LobSJIQMo sbMHmgbgd0? sbho~modobs Eo ~sg330MZgdgd0b dg~egageb 
89MOMENMSEO Z043g9YogdE0. dob BoMomM|mAMsE, BEgdob dobdamdg goG9M]de0 gAb- 
89M0096GJdb LA QeEg_bG dmb MMagabsmyAM dagmMombymdsdo degmobs wo gommdo sb- 
AmBgbgdab dadsMagqmgdam. Angmo sob ybabIagd~mmdnm Jgdodemos gs630(3690eM, Mmd 
A396 bgemm oMbygdyem RobsbgMgddo dgqmy36gema Lobomes ws3qmma Lodybo3m bob 8990/3 
Cd Lab®yIqQMo 9OMHmgzb6gd073, Moy WBaMZgemgboe@, yor~mmdo sbMmgbgdob axymobbdmdb. 
d3gem dgdLMyAmgdgemomo ambgdobs ws Ag7bbLagMAd9d0 A3ZzqMMsE YyMoRamMs SMdggramn ~s 
Cogobgdqyemo d3gqgmoa JoMagmo Lodas~mmdmm ws LobadmgMm-bssbMmMgZ6mM 3oG JarMagd0. 
Agg60 mmMds MbAgbaM, seam fobsbyMgd0b sboe~modob 8Mnb3o80 — JoMaqe IyqbogomynMh 
Ldgbsb Bmyb ogqbGogqMo 49%Omd3g9d0 — smdmhbes ab Loagqagbe bodyoemgds, Mmdge@- 
do(3._ Labymagm dge@ga9d09@g Joagoygebo. 

BmMas@s@, d3gmo JoMaymo 8Mmegboymo AgbogomyMa aobomm|ds, MManMhH’3 
Bgbo, angomobbabgdeo yrmddeg by (3mebob, M9MMoasbs Es 8MHoJGojob. EMM asbdo- 
30mmMdsdo gb MMHa 3mdIMbg7bGo gMMdsbgmb WodMMes. ~Cs~eAQs EMM, Mmegbs(3 HJgmMoabs 
Od 8MoJGogoab gFMaMdmamds o3amydgmos LobyMggmo dgw@gagdob Jobombg3z00. 

(38mdagmas, Hed JoMayemo Lodybogm sbMHmgb6gd0 gdyoM7do GyHMoJmMeoym, 396- 
BoJmMegqm, LbasGHoJmMeoqm wo MAGoJmMeym dagmomMoageb. JoMaym bodybojm 
RM gyemmMabBagoda y3ggqemobgJ Cow 8MHmdm~mg|dob ga~mb Logamba bsMImMs@ag6b. ago oM- 
o9Ma0 Ig(360gMOb ynMo~emgdab Logsbo oym, doaMd BHMdemg|do 39M ao~woodMs. 3R30]4Hmd, 
doMhamse@0 (3EMdamM|d9d0 Msd~@Jb099 JodoOMaymgdam gemabeEgdmeo: 3) goemgdobs ws 
Log gbyMmgdob omgcms begdmes J4gqg3g0~@0b BgZaM Es sMs 80MaJ00; 3) goemb aobdbod- 
gMgmoe@ Johbgyjmo aymr dbo. 964, 3a~mb wow@agbs LodImgmab wobobyobdo o6 dme~mb, 
dobab LoggbyMab dobge30m begdme@e; 3) do60 dohbgy4@mo ay drmeqmo3ogdob bomd- 
d9Mg3 900; ©) 05336960 bymbsbos6 Lab&gd0bJ aowoGoeba~mo LadmgMgdob dIobgje30m 
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300M34mbeooo,; 9) DIMMas EsdmMydqemo aym 8Mo4Gogob. 

gocmmg dob sagdob Mmdgm bLob&gdob gmobow~gds JoMayemn? 33emg30d (3bo~@ym, Mmd 
Jomagqmo bLob&gdo wWomdogoma sdbMmgbgdab ghimavyjomo CwoMhs. aga dggmdgmdbyem0 
CoMdogoma gormmyMa Lob&gdob Ibaogbos, Gmd~moab doMamsgd j3o~mm da~mgdymos mmo 
HIG®MoJmMeob gAnmdsbymmsb6 dgddob mMagoMo bgMbom: JgMbyAqemam wo aosYMRam@no. 

»JQMM Domoema boMmobbob jgo~myaMn boMdmbsJdbgd0 Abe~egdmebyg6, Mmamm3 
HIG®MoJmMeagdob aogMansbydgd0. sMbydmdeo aosgMmnsbygd0b mMa 8Mab3080: Jgm- 
Bydeyemo (ovvayn), HIG®MoJMMe dab Imdagxb039 dagMgd0b qMongMme@sdmb3930M wo 
goymmRomn (dtafevéil), Gmde~ab EMmb Amdnyb>3q 4ag9M%]d0 JgMOdobgmabsas6 Jogeo 
Ambaw oyr wosdmMgdvyen0" (Xononos, 1975: 30). 

A396sde9, JoMaqemoa ja~mmgdob Womdoge~m JodoMaxymgdob joba Mmbgdsdgamo0 o~- 
bodbs3~@0 (Gmbydsd30~0, 1988: 43). 

d(36gmsdo bo8m360 3500 Bmab Lodmgmnsbo 496m bomsdymo bogoMaggmmdo dqbo- 
gemma Lab&gdJob oMbgdmdob y3ggq9mob]Q seEMgaymo bagmd8ya3gdoo. qg6~— Lo~modamo 
ROdOgOL 306Mbgd0M(3 Yazo~EmMa Amgemgboo. Lo~msdgmab weobMoab dabgegam aboMdImg- 
d9 Lbgo@obb30 HGHMoJrMen. oMhggymgdMagzo0e@ bLoobGyMgbro Loemsd4yM dy omdggooomoa 
ZoEIMM Amey 300b Jgdmb3z939. Lo~modMab doMamsgd dagMomMnan boG&yMomyMo 
Bymdab womdsgoemn HyI®MoJrmMeos. sobsbadbog00, HMd gb GH HMoJrmMeo gImb3q30 Agg6 
dog wosweagboamo agbgmMomyMoa dagMombymdab Sjgeo daManmse@ HyHMsJrmMeb, mombeo 
ZoddoQMydqema dabMa~mmdgdam: sdsmmgdyemo Il ~s Co~osd~mgdqyemo Ill boygbqyMgJd0m. 
LogoMoye@ms, md 3d CoMmdogem Hy HMoJmMeEd] woyobmdom bes fhoImysmndgey- 
maym ob MgoboygbyMnsbo sagMomMonaa, MmMdgmaA’3 AMogoembdnsbmdabmgZ0b gom3emom 
go Lab&gdodo 3mabegdo (dog. 1, oneomdoa. 1). 

boasbagom smbodgbab mambos Msd~@gb0d9 aoMgdmgdo: 

1. goMoyam boedybogm sdMmgbgdoda jommgdai3 Ed bdoms dgbymdab 806303803 
BIIME@SH 4gqgdImMa Amg~@nbyd9. s4g~@ob asdmd~nbsMHy, 39304Mmd, SqbgdMogZ00, Herd gor~omb 
ZobbLobm3Ms es begdmeagh BgdImeEsb J3q9dmM ws oMs B8oMoJom, MmMamMmM3 gb oJodw@g 
aym Bohbgqmo. d960 Bq_b4(3amMbsemMyAMs@ Bg~e@o bdo~sb asdmI~absMys, JoaMed 03939 
eMMb, og0 gor~mb bodysmoab gobdbobm3Mgemoas. ob dmeqms3o0b eEMmmb (odgoomo aodmb- 
sgmoabgdab gsMes wo abay bombyG Lad~egModa) oMobsoM sfGogmdsb 9% ofgbb wo Bye 
bdgd0b, aobbogqmMgdam | bdob dobgegam Im{dge@gdb (aommdoabsb d30(93M9E Dg@0, | 
bdag@sb, bmMerm bo~mbaMa Ladegmsda — bs6 Ia Jdgemaw@sb6 wo bs6 Amdsba~ag@sb — goohbos, 
Ms dzIMbgggobMs6 ago4gb bod). 0439 (03096, md dobo yrggmmsab Ads@so Imey- 
ms3oabmgob, Mo@aob CabsbboM a(3o0b, my Mmeab dmbeEgQds ImeEyjems(309, 3abso~@sb S060 
80M3ZgEMa(3_ A(30L Cos Bq9MMHq’3 (d39e@ CEMMbL y3{gq9mo DaILMyEmgdgemIde yZgmmo bdo A(3™M@d). 

2. sq@omdobomab obsm~mobde aodmogmabs, md JoMayema Lodas~mmdem oOMm3b9- 
dd CdMqQdbZdqQemns daMaMmsEsEO JAM Mgsboyg6qMasb dagMommMng dy, HIGMoJmMegdab 
mMageMo dgddob dobgw@30m, Mmdmygdbo3 dgMbydqem Co goymaRam dagMomMoageb 3x- 
Bme@gd. Logoboomse@, gh gobmogm gman dagMommMngo, Mmdgma(3 Mogo0b mogda mmb 
Im303b. oJ MobssMbygdmdb mma boyMegbo — | AmegeMo Es IV ~EosdbdoM) LoyMe@gbgd0. 
Mob d9dmMb6393960, AMeagbs(3 Jomemme Jghm-ghan dagMomMnans asdMB33g9nAMO JMOND 
LoyMe@gbom. fAgdo ©5330M3960M, Logommdmydda MmobsdMs@ss boMImMeEagboama mMngg 
joan (ob. dog. 2 5, oq~oamdog. 2; dog. 4 3, oq~omdog. 3). 

3. JoMaym bLoaosmmdmgdbs ws bLadegmgdob wom bobagmdo SHgGMos4rmMegeob 


JoMagena bsdgbogm bob&gdo (Imzerg IodImboenge) 451 


JMndsbymasb6 dgddob mMagoMa bgMbam (IgMbyd-jem0 Co gBoymeRocmo) dagMonaa,960 
gZoMggZbqymoe@ 3agobob dgqmdgmMdbyemb. bmemmdmga wo agM(3dobo Ibyxgemmdg6 Mo d3qm- 
dgMdbyem Borman LabGgd0dg9, gambsaMse@ gobobo@m396 jgo~mmb bogygbyMgdb 698) 9~@06 
80898)99@9 (Xononos, 1975: 306; Tepuman, 1986: 29). 

Leyjembsb6-bod0(3 Sba~mmagnyMse gobdIoMBogb: ,a89Gm0 Wo ba®e bodybos do~@mbo sMoob 
dg 6ymdoembo ba~mam dmbsdeo9" (mMdgenosbo, 1991: 594). mga dbogmaMogab gb a06d0%89- 
do bsdb qbgodb AybogomyMa sbhMmgbgdob Womdsgom~m dsybgdob, 964) ‘bo~mog~sb dmbod- 
29M. ba~@oa LogMogab y3g9mobyJ Jomo Lados, dmbo go yggumodg] ~odomo. 

Modo A~eamdoMgmdb dggmdgMdbym wo JoMOyD wWoMdsgo~™ jo~mmgdb dImmob Ino- 
30M0 3966353950? Bgabso@ob JoMayena Lodybo3m 5bMmMgZbgd0 IMsg0e™bdoobos Eo JoMaxy- 
CMa AMdZ9EMbdosbrdo sagdyomns 339M GHo9-3306Go-MJHo03qM soMoemgemnbIg0%g, booemoco 
Robb, md Mogob EHMd) HIGMoJMME do EonyZ0m obgmo Hadsob dmhogombdosbmdob 
gom3omabbabgdom, 3g%dme: 3) HMoG®mbob MogZ0@ob o(3a~™gd0m (od eHmb AMo®mbob 
SMbLJdMdo AoCdEJdyYemo BZ0MGHab 06 dgd(30MQdqem0 B3Z0bGab bobam woyd3Z9dgem0 ogo) Co 
NdZOMMAMSE, B39MHabo Eo 3306GHob 6G MZ0emyQMa Mgabgdgdob JobsMA-yjbgd0m wo 4) 
dohamse@0 jommb Bg@o bogygbyMydob (396HM d0b goweoso~gomydom Jaga~ma jo~maMo 
9M5390M939MMZ69d9 (Jog. 2 5, oN~Omdds. 4). 

wobsMado BoMdmeagbaemos ob&yMg30emgd0b dgRoMegdab (36Mam~o (Lm. 1). 

bogdoMabas, Jomayem Lab&jIqM dsagmMoembymdoda Modegbod9 (396m dJg3300m 
439%9db drmMob dobdomgdn ws y3gemogygMa saMggZo. YyZgemo'dg aobom(3oMo yo aboo, md 
d3gcmo MLAsGgdo0b bsdegmdo LomMy@ sby bgeEdabg3Z60m sMab ws(34qemo gor~omyMHo ob- 
HmMgZb69d0 wo Lob&gdIqMmmds. 

A396 dag® asdmg3gmgyjmo dobommab bogyd3qmbq 330Moy~@mdm, Mmd oMbgdmdb 
Ambaymab 6 Bymds (doa. 3). 


98 30(3994ENJVO gor~mmb asbbsdmgmMabs by~@s bdna~wsb ~s sMs d96ab Jnbg~a3g0m 

AMAMMH?Z ogbadbgm, JoMayomn yam CWoMmdogomas. sMdogo~mbs Es CEo~Mdo3Z0~™ yo- 
mmgdb dmmob oMbgdmdb qdoMdodbosM0 gobbb30g9d0, Ma(3_ o%8MM3Zb6gd0mM BoGJarMosdo 
ZddIMabsGJdo. JogocmoMs@, 930EMa oMdsgocmo COmMavyema jomm ws dgge@oMmMa Jom- 
DIAM CoMdogZom MMBJGHMoJMME0s6 aoymoRam jo~mb. mMaggb ghmbsaMa yjo~maMo 
dobMag~mds asohboom (Joa. 4 9, ). 

dasgo0Mo of abso, md od MMH Bga~mmb omgmob (396GM]7d0 ofgm gobbb3039dqmn: 
Odo3z0~™b J3Zg9@o | LoggbyMa, bmamm Eomdsgoemb — Bae | LoagbyMo. smdogoma emMo- 
ema 3o~mm, bmas@se, Johbyqemos dJobmMMyemo dobMo~mmdnb jommeE wo, Mobs330%39- 
mas, gb obgo, bream Mo(3 dgg69d5 EoMdsgzoem, JoMOyE™ goymaRam go~mb, MmMmIge@a(3 
ghian dg69e3;0m 8a03b emMoyemb, LHymnse Lbgo LyMomb gbgm@ogm. ~Womdogo~m Jom- 
oqm gommda dm39dqema Lodegms-Logsmmdmgdn Sge@o0 | Loagbymab (396GMob gom- 
30mabbobydom, qIg%gb dgdcmb3939ddo, smagdgds, MmMamMHi3 doymMamoa dobmhog~menbs. 
gb gobodoMmds LOmMmMgE Dg~eo LoyagbqMab, MmamM3 (3g6GMob oMbydmdo0d (Joa. 5 bs Gd, 
L&o8osdo Mgombosiobmgdobagob y3gemo Joasmoma BoMdmeEagbamos ghMo jomm-&mb- 
ommedsdo, dgbodsdobo boygbqyMmgdo0b aomgemobbobgd60m. 

Cobs@sbGyMgdmoe@ odabs, md d06o — sbyy Jgq~mo bLoyMe@gbo yo oH asbbobe3Mogb 
30emmb, 9%99@ 80%3g9m0 bdo, Baws LoyMegbo — go~mmb | boy _bqMos bsMIDSMMZg0~0, 
Imagyo3b JmobGgy omm@go-b bodo Isgomoon (dg. 6 9, 3, ag). 
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0538330MEIJH, 80H3gM0 bIS 2A03g9 bLodn39 JgdIMbgggZ0d0. 80M3gEM0 B9MasbGob wo- 
bobyabdo d060 3306Gedo dgw@ob, dgmMgdo — mJ Gog0do, bream dgbodgdo 30 — bmbodo. 
gobs gb adob bodbogb, md bodngg dJgdmbg930d0 Lbge@ebbg0 gommbosb a3o043b boddg? 
RM gyemmMabGagodao ojodeg sMbgdqemo dgnmeab dobgegom, gb obgo. doamod, my of 
do6ab dabje@3om wogaby7dm jag~mmb aosbbodmgmMeb, 39MsbooM mMmangqh wobygbobmsb 
39% dogo~ma. of gommb gobbobm3gmegb bgw@s bds, Mogobo | boggbymob (3968Mom, 
abss gommb BsMddoManggmna3 Eo aobdbobmgMgma3. ofoo bdome dgbymdo~medob d3qcmo 
Igmmeo0, MmMd~mab dabgegoms(3 d960 asemmds-bodImgMsdo 80M39@ bIsb bs6 3306Gsdo, 
bs6 mAGogodo, bream wobogmyM, gobbo3ymMydom 30 aM &Moe@a30sdo, bmbsdar3 
gbymds. gb AggqmgdmMaga sddosgos. gommgdab aobbobtm3mMeb my do6ob dobg~@30m ~og0- 
bygdm, Job G7 oPmgolb DgdIMaM dmygobo~@ bod dgdmb3q30d0, asdmeob, Mmd gMabs wo 
09939 896409 Lodo Lbgo@obb30 jgommm ymaagme. Mo MAdo bes, gb obg sMos. 9d 3ymbjgMmgG- 
om dgdmbggg0do0, qdMomme, bLofdg agodgh MMB] BMoJmMe0s6 goymaRam jog~mmbasb 
Bgjw@S bLoyg_byMob (3968Mab gomgoemoabbabgdom wo dobob BoMdmbobs3ao0b g96b63039d%- 
cma b9Mbgd0m. 


ImeEyems(3ngd0 

doMOMSO 3OCMM-HMboemmdoe@, B8oMMdon0e@, Johbgyjmos Qo. dobmsb6 dodsMagdsdo 
dymg@a ober Ambsmgbo39 yormm-Gmbsmmdgdo09 Loe Eo do-dgdme~ (doa. 7). 

Imagyogb JoMayen goarmmyM Lab&gdodo Imeyqmes3a0b Im{dgegdob gHmn0 mgombo- 
Rob doasmonn (Loasm@mdgemo 6dnb~@sb~ dm65096-), Lo@o(3 MM 3a~mm-Gmbse~mmodob db- 
MMME Jha dagMo ofgb bogmam (LodsmemgdMngzoce God OMe Byb4(30mbseryMo@), boom 
c@obsMhg6o jo — gobbb3039d~em0 (Joa. 8, oeomdoa. 5). LOmMge 0d0dq dbyxgewmdb omeby 
S0GHMbadgam~mn jZommIsbmdodo: ,6-MMM yobzemgw@o, MMdIg~ oMb dobyoMese Emegdyeno, 
030 d(30M9@ gobgbbgo039d0b goarmmb d3gbagMgdobomgob; ws MoagoMo@s(3 LogMo3bs dobs 
abdsMJds, gb bsb9039 aommddsbs dobsyo ws gbg(3 FoMdmgdb ob93 M30 bdomsasb" (d9- 
&mbodgamo, 1991: 524). A3g60 mMde MbAg7baM, Bobymgebs ws dobyoMe@do oaymabbdgds 
IMeENmoaM|ds. 

sMbobadbsgos dgde~gao aoMgdmgde: g3MmMd8qm QBxybJ30mbsemgM Lob&gdodo Ime- 
om5(30d beEgds JsdImeEqmoMgdgma sgmMeab dgd3gqmdom, bme~am JoMay~ jomenM 
Lob&gdodo mmMagzoMoe@: JsdmeayemaMygdgmoa dagmMab dgdgqmdam, o6 qdqo~mm aoswob3gmam. 
ghan &mbam Sg3g0M 96 J3930M yormm-SmbsemyMo Imeyms3oab dJgdmb3930d0 Logham 
MAgds 1 dsagMe, EoboMAgbo 7 ai3gm@mgdo. gh 3oMao@ fobb sneomdobommo@od. 

BS 3OCMM-HMboemmda@o0b drMgvyem Irbsmgbo39 GHmbsemmd gddo Imevymo3a0b doa- 
SMOMSE Imagyogb Amevyems3aab bJgdgd0 Go-~ob mMo-d9dME ja~mm-Hmboe~mmdsdo do-d9- 
dm jomm-®mbse~mmdab asgmom (Joa. 9). 

Imagyo3b obgao Imeqmo3a0b Jsgsmomn — Loas~mmdgemn gobsmm@on Es Moyo 
bLodmgms dogmaycmo (Joa. 10, omw@amde,. 6, 7). 

dago430Ma yyMoseE~mgds adob, md od MMa bodqQda~sb g7Mama Loas~mdgeos, bme~om 
dgmMg bLodmgmo. mMHn39 bodadab 80M%3g9em0 Aqbemo ImeEqmo3oqjMse ws LAM HqMy- 
MSO NEJOHNMos, M973 bsbb Qb30db aoemmdos-bodmgmab go~mmyaMo sbMmg3b6gd0b ghHam- 
dob. 
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gommdn 9dMm3b69d9 

Joma IMogombdosbh Lodagsmmdmm sMo48ogodo IMog0myqMmgb6gdob Jdbab oMo 
Logo@obb30 jogm, dgbodsdaba (3968Mgd0b Jobge30m (Amam%(3 gb dgMdbymo M30 bdob 
bob®gdsdoo), 05990 FMM go~mmb gRoMa~m|ddo ~Psbygdnbs Es EsdMs3;Mgd0b Lb3go~@obb- 
30 LoggbyMgdob dfmby MgobdobIsa3oM0 Lbgo@obb30 go~mayma JabmMa~mdob Ayjbegdo. 
dogsmomse, Anbeb, MmdAgema3 abygdo | LogygbyMb_q Co AMmogMe@gdo IV-0g, doymMayeno 
dabmMo~mds 543b, broom Agbemb, Mmdgema(3 aby_d0 | LogygbyMbq ~o Imo3gMe@QJd0 IIl-%5, 
o43b dobmMycmo JobMo~mmds Eo Lbg. Jsasmomse Imagyogb Mod~@gbodg bymboeygbqMo- 
60 BMobo, aobemoggdyoma gHan joa~mm-Bmbsmmdob gBoMam|ddo Lbgo@ebbgo bogygb- 
Mgod9 (Joa. 11, oq@omdeg. 8). 

AmMaMMH?3 3:6g@o3m, 9d Agqbengdb Lbgo~@obb3o0 j3o~amaMo Jobma~mds 043m, Jogmod 
gb of bodbogb odob, md abobo Lbgo@obb30 gommgdb ws yormm-8mbsmmdgdb dog3qon- 
36gd096. of bobgdgo gman (sd 4996393900), BS ZOCMM-Hmbosemmds wo od yoewm-&mb- 
ommedab gRoMamgddo Aygbemgadob Logo@obbgo boygbyMgdOg agobmmoagds. 

JMMABZ0MMZ060 ANb~M|d0 gor~mmMb gMaD ws 03039 Log _byAM]db 9, Mo(3 QobsdaMmMdgdb 
Abergdab gom~myM bLob&gdodo dabmagmmdob LadyoMgb eo BgbMoab Aqbogomym dobomo- 
do (94 Jg060d9, 2014). 

Lodascmmdgmm w@o Imgma Moan LoebadagMm badydgd0 szobdymos oMs gMMO Ms099 
3M6H3M I HQ, Imosbo Bobganm, sMsdge@ qIAegbow Lbgo~@obb3o0 Ayqbemgdob gHamdmom- 
dom. sbg dsasmame@, FMM Ed 09039 Loasm@mmdgemna smdmbogmgm wo Eobog@~mgm bodo- 
Aanggemdo, dgbsdemme, Lbgo@obb3g0 Iybemgdobaob Jg~wagomegbh. 


* * * 


A396o 33@g30b daMamo@n dodbygdno: 1. bod bIodo (bL5dmdom) Es Bmasese, IMsgoemb- 
dosbmdsdo sbMmgbgdab 33amg930; 2. gommdna sbMmgbgdab smgabyd0; 3. HMow@ayoym da9- 
Mombymdsdo IagMo, Igo Lowyygqbggd0b yogmo~@mdob omew@agbs; 4. gommde-bodmegmsda 
AbemmdMnga B89MsmM|M|d0 9OMM3Zb69d0; 5. L&amyNM-IoMdmbaymo MogabgdyMyJdgdob 
ZobbLb6g039d0b (3meabs; 6. HMoea3zoqemo Od 4M5390MYIMMg060 LodgdILMymgde~m JobgMab 
CoNRmg|do; 7. Basse, Lob&yIqMo cbMmgb6gd0b ome@agbs; 8. wobegdmob dq(36agM%9g- 
dab Loo@mdemmb sdmbbbs. 

BsdMmdob Losberg deamdomMymadb d3gma JoMaqemn IMsgombdosba Lodybo3m bob&g- 
dob ome@agbsdo, Mmdgema3_Agg60 qdggmgbo Aybo3ob dg(36mdab bodwyjomgdob agodenggb. 
dob dgw@gjaow: 

© 9M~@agds MMagabsemaMa JoMayemn gam~mm|d0 ws dsagMombymdgdn. Jgbodemgdgmo 
gZobeEgdo smobmdom Lod~mgMo-boasmmedmoab weg@obdo symgMydo. gor~mda dagMob gobbo- 
BIOM|dQema Doadgbgemmeds ofgb, goabsa~@b ghos JoMama bodgkbogm g6ab Lodeoemy. 

© bsdgbogm bob&gdab smeagbom bLodayomgds dmagq(39d0 LoEmmMse ws LMymgoo- 
Lmgbow@ godmgn8sbmm dg3bagMyem0 ~oby3369d60 abgm bo3ambg9d%9, MmamMa3so: yarn, 
IMeENMs(30950, dagMombymdgdn, LogMogme Bymdgdo, M30 bdob Lab &gdo wo o. J. 

© bsdgbogm bLab&gdob omm@agbs bodbs3b jag~mdo sbMmgbgdob smmagbob. ob 
D_ILMAMAdQerdo AZAL ghs My ab Loasmmdgen 96 Lod~magMs Mmdg@m jo~mdo ~Esobym wo 
CdIMd3MES. ImeEqms300b dgdmb3g939d0 a3ab, My Mo Badab Imewyemo(309 IMbeES Eo Low 


ZEOdZ0@5 IAgbogo~yMo boagdmeds. 
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© dggdmgdm JoMaymo brome gxX0m-s9MIMboab bobgmddeg3ebge~mmgdob do4dbob, 
Mo(3_ dahg93b Imbbogemgb L6mmH JoMayen Lodghogm cbMmgbgdob. sbgm bsdMmdgdb 
OVI] Imgegdgqerbo gomon. 

© dgbodmgdgemn gobegds aorommdos-bodmgMab Sg80Mo B®Mo@a(300b sm~@agbs. od dg- 
MMe LEsgemgdeb 99 8MHoJHogqemoe 339 306MM 309~Mg7d gormmdab YIomengb b3ymmedo. 
bdsms dgbymdo~mmdab dgbbogmab Egbob AmbsdIbs@gdgmo BgMomeab aobgmab dodega 
69399d0b wobdoMgdam dmbbogmggdb dgbb93m wboMo 15-20 Bymda bga80Me@ dgabbo- 
30mMb6 gHan Loas~mmdgeo bod bdsda Dg8oM0 sbMHmgbydom. sdam IMo4Gogyemoe dombyxy- 
mos Lbogem dob dgqgmo dgnmeab sm@agbs. 

© JoMagqmo Lodybo3m sbMmgbgdo0b g9Ma-gMan dbad3gbge~mmgeba bogambos ascam- 
do-Lodmgmab LommMo dobgmMam dJgbMymgds. gb dgqmy3z6gmowmos dgdmbobyemo d3qm o3- 
AMMOG\ Hye hobsbyMyddo. domby wCoyMeEmdam dmbgMbes saqgmMombab8 Job om@agbe, 
9/3 oHob LEmHo bodgILMy~mgdemm DobgMab CeoygRmgdab Lobob~womo. 
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MALKHAZ ERKVANIDZE 
(GEORGIA) 


GEORGIAN MUSICAL SYSTEM (A SHORT REVIEW) 


The topic of my dissertation work, defended two months ago, was “The History of Georgian 
Chant Notation and the Georgian Musical System” (Erkvanidze, 2014). 

No theoretical treatise on the Georgian musical system has survived to this day. But we are 
lucky to have access to the audio recordings of professional chanter-singers made over 100 years 
ago; deep scientific analysis and acoustic measurement of this material is the only means to as- 
certain the old Georgian musical system and systemic thinking, or modal thinking as we call it. I 
started working on such acoustic analysis when I was a Conservatoire student. 

The question arises: how is the musical system and systemic thinking preserved and main- 
tained in these recordings? I periodically published the results of my analysis and observations. 
Parallel to this, for years, together with my students, I held experiments in the direction of singing 
and thinking in the original Georgian scale. I believe that both the musical system and systemic 
thinking are invariably preserved in the available recordings, primarily implying modal thinking. 
The magnificent traditions of the old Georgian schools of chant and song had been imprinted and 
settled in the mind and memory of the recorded performers. According to the principle for the anal- 
ysis of audio recordings, Georgia musical hearing plus acoustic measurements turned out to be the 
only means to provide the results that we could not even dream of. 

In general, old Georgian professional musical education necessarily implied complex knowl- 
edge, theory and practice. With the passing of time, these two components distanced themselves 
from each other. Currently the combination of theory and practice is necessary for achieving de- 
sired results. 

It is known that Georgian musical thinking is based on tetrachords, pentachords, seven-note 
and eighth-note scales. The mode is the biggest problem in Georgian ethnomusicology. It was the 
focus of many scholars’ interest; however the problem has not been solved yet. Basic disagreements 
have been encountered in several directions: a) modes and steps were counted bottom-up and not 
vice versa; b) the bass was considered as determinant for mode, i.e. the mode was ascertained ac- 
cording to the bass either at the beginning or at the end of the song; c) the bass was considered to 
direct modulations; d) the conclusions were made according to the songs transcribed in five-line 
notation system; e) theory was distanced from practice. 

Which system of scale construction does the Georgian system correspond to? The research 
revealed that the Georgian system conforms to descending thinking. It resembles the Ancient Greek 
descending modal system, where the basic mode is obtained from two ways of binding two tetra- 
chords: “interlocked” and “separated”. 

“Modal formations of higher quality came into existence as tetrachord combinations. There 
were two principles of combination: interlocked — with the coincidence of adjacent sounds in tetra- 
chords and separate — with adjacent sounds distanced by a whole tone” (Xosonos, 1975: 30). 

Earlier Kakhi Rosebashvili discussed the descending nature of Georgian modes (Rosebashvili, 
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1988: 43). 

The discovery of the 3500-year-old tongueless salamuri in Mtskheta is the earliest evidence 
for the existence of musical system in Georgia. The tongueless sa/amuri is a unique phenomenon 
from the standpoint of the laws of physics; different tetrachords are formed by inclining the instru- 
ment. Particularly interesting is the modulation on the salamuri. The basic scale of the instrument 
is the descending tetrachord; it should be noted that this tetrachord is the same as the basic upper 
tetrachord of the general scale discovered by us, but with a distinctive tint : with the elevated II and 
lowered III steps. The eight-step scale manifested in the polyphonic modal system could have been 
formed based on the descending tetrachord (ex. 1, audio ex. 1). 

Particular mention should be made of several circumstances. 

1. In Georgian musical thinking, modes, as well as the principle of harmonization, are con- 
ceptualized downward. Proceeding from this, the mode should naturally be determined top-bottom 
and not vice versa, as considered earlier. The bass functionally derives from the top voice, but at 
the same time it establishes the stability of the mode. During modulation (apart from rare excep- 
tions, especially in folk song), it does not initiate the process but acts according to the upper voices, 
particularly the top voice-part (in chanting, it operates strictly from the top voice, but in folk music 
either from mtkmeli or modzakhili, depending on the case). I would also like to add that the bass 
is always ready for modulation, as it always knows in advance when the modulation is going to 
happen, as the singer also knows both top and middle voice-parts (in old times every performer 
knew all voice-parts). 

2. The analysis of the audio material revealed that Georgian chant thinking is based on an 
eight-step scale according to the 2methods for binding tetrachords into a scale, which I refer to 
as merged and split scales. Otherwise, this is one scale which implies two in itself. Here are two 
supports: the basic I and auxiliary IV coexist. There are cases when only one scale with one support 
is marked out. I have observed that both modes are equally present in chants (ex. 2 a; audio ex. 2; 
ex. 4b, audio ex. 3). 

3. In a large number of Georgian chants and songs, with the two ways of tetrachord binding 
(merged and split), Georgian scales outwardly resemble old Greek ones. When discussing the old 
Greek modal system, Kholopov and Herzman correctly consider modal steps from Nete to Hipate 
(Kholopov, 1975: 306; Herzman, 1986: 29). 

Sulkhan-Saba Orbeliani provides similar explanation: “Hipatoi and Nita are strings tuned 
from zili to bokhi” (Orbeliani, 1991: 594). Such an explanation by the lexicographer underlines the 
descending nature of musical thinking, 1.e. from zi/i to bokhi (zili is the top string of the instrument, 
while bokhi is the bottom one). 

What is the principal difference between old Greek and Georgian descending modes? Pro- 
ceeding from the fact that Georgian musical thinking is polyphonic and Georgian polyphony is 
constructed on fourth-fifth-octave parallelism, at one time tetrachords were evidently divided with 
the consideration of this type of polyphony, namely: a) by avoiding the tritone (the existence of a 
tritone as augmented fourth or diminished fifth was inadmissible at the time), at the same time by 
the maintenance of interval features by fourth and fifth; b) to achieve modal diversity by displacing 
the centers of upper steps of the mode (ex. 2, audio ex. 4). 

See the chart regarding interval conformity in the Appendix (fig. 1). 

If the distance between the sounds of Georgian systemic scale changes by a few cents, every- 
thing will become mixed together. It is remarkable that when singing old masters accurately follow 
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this modal thinking and system. 
Basing on the studied material we suppose that there are 6 ways for tuning the chonguri (ex. 
3), 


Testimony for the Determination of Mode from the Top Part, not the Bass 

As mentioned above, the Georgian mode is descending. There is a huge difference between 
ascending and descending modes, expressed in conceptual categories. For instance, if we compare 
the ascending Dorian mode with the Georgian descending double-tetrachord split mode we will see 
that both have a similar modal tint (ex. 4 a, b). 

The main thing here is that the two modes have different reference points: bottom step I — for 
ascending and top step I for descending. The ascending Dorian mode is generally considered to be 
of a minor tint and indeed this is so; as for the Georgian descending split mode, which resembles 
Dorian mode at first glance, the picture is absolutely different. In the descending Georgian, mode 
songs and chants are mostly interpreted as of major tint with the consideration of the central I step. 
This is determined by the existence of the upper step as centre (ex. 5 a, b). For more clarity, all 
examples in the paper are presented in one mode-tonality with the consideration of corresponding 
steps. 

In confirmation of the fact that the mode is determined not by bass or lower support, but by 
step I, here are three examples of Kriste aghdga (ex. 6 a, b, c). 

Let us look carefully. The first part is the same in all three cases, but in the beginning of the 
first variant the bass enters the fifth, whilst in the second variant it enters the octave, and in the third 
variant, the ninth. Does not this mean that in all three cases we have different modes? It is exactly 
so according to the existing methods in folkloristics, but if we try to determine the mode by bass 
here, we will not succeed to make any logical conclusion. Here the mode is determined by top voice 
with its centre on step I; it directs and determines the mode. Here we have old method of vocal tun- 
ing according to which in chanting and singing the bass tunes with first voice sometimes in a fifth, 
sometimes in an octave, but in West Georgian, particularly the Gurian tradition, in a ninth. This is a 
usual occurrence. If we start to determine the modes according to bass in the three afore-mentioned 
cases of Kriste aghdga, it will turn out that there are three different modes on the same melody. 
This is not correct, of course. In this particular case we have a double-tetrachord split mode with the 
consideration of the centrality of the upper step and different ways for the harmonization of bass. 


Modulations 

If F is conditionally considered as a basic mode-tonality, then G and E flat are considered 
closely kindred tonalities (ex. 7). 

Here is one obvious example of modulation activity in the Georgian modal system, the chant 
Tsmindao motsameno, where two mode-tonalities have only one shared pitch (notably, while this 
single pitch is common, its function is not), but the rest are different (ex. 8, audio ex. 5). This is ex- 
actly what Ioane Batonishvili discusses in “Kalmasoba”: “The kankledi, also called shinpardi, only 
slightly differs from mode; it is used the same way with an instrument as with chant in the eight- 
tone system” (Bagrationi, 1991: 524). We believe that kankledi and shinpardi imply modulation. 

Noteworthy here is that in the European functional system, modulation is realized via a mod- 
ulating chord, whilst in the Georgian modal system this happens either via a modulating sound or 
direct transition. In the case of mode-tonal modulation one tone upward or downward, only one 
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sound remains common, while the other 7 change. 

As an example of modulation in distant tonalities related to F mode-tonality, here we provide 
the modulation schemes from F to A flat mode-tonalities via E flat mode-tonality (ex. 9). 

For an example of such modulation, see the chant Ganatldi and the Rachan song Magruli (ex. 
10, audio ex. 6, 7). 

Let us pay attention to the fact that of these two examples one is a chant and the other is a 
song. The first stanzas of both examples are identical in terms of modulation and structure, which 
emphasizes the unity of modal thinking of chant and song. 


Modal Thinking 

In Georgian polyphonic chant practice, diversity is created not by different modes with corre- 
sponding centers (as in Greek eight-tone system), but by stanzas with different modal tints similar 
to eight-tone. For instance, the stanza starting on step I and ending on step IV has a major tint, but 
the one starting on step I and ending on step III has a minor tint. As an example, we provide several 
five-step phrases on different steps within one mode-tonality (ex. 11, audio ex. 8). 

As we see, these stanzas have different modal tints, but this does not necessarily mean that 
they belong to different modes and mode-tonalities. Here we have one F (in this case) mode-tonal- 
ity, and an arrangement of stanzas on different steps within this mode-tonality. 

Similar stanzas are on the same steps of the mode, which determines stability and order in 
musical material (Erkvanidze, 2014). 

A number of chant and song examples are bound not according to a particular melody, but 
mostly by the unity of different stanzas. Thus, for example, the same chant may consist of different 
stanzas in East and West Georgia. 


38 2 


The chief goals are: 1) to research three-part thinking and polyphonic thinking in general; 2) 
to master modal thinking; 3) to sing in traditional scale, to revive medieval sound; 4) to think with 
parallel stanzas in chant and song; 5) to understand how to differentiate stylistic-harmonious pecu- 
liarities; 6) to master a diversity of traditional performance manners; 7) to revive systemic thinking 
in general; 8) to solve the enigma of dasdebeli . 

The novelty of this paper is the revival of the Georgian polyphonic musical system, allowing 
us to conceptualize our ancient music. This will result in: 

e the revival of original Georgian modes and scales, allowing us to perform thousands of 
chants in the original way; singing modally is particularly important, as this contains the riches of 
Georgian musical language; 

e the revival of the musical system, allowing us to make correct and valuable scientific con- 
clusions on issues such as mode, modulations, scales, instrument tunings, eight-tone system, etc; 

e the revival of musical systems, implying the revival of modal thinking 1.e. the performer 
knows in which mode the chant or song was started and finished (in the case of modulation), what 
kind of modulation was applied, and where the musical construction was moved; 

e the preparation of text-books of Georgian solfeggio and harmony, allowing the students 
to become accustomed to correct Georgian musical thinking; such manuals have never yet been 
prepared; 

e making possible the revival of the oral tradition of learning chants and song. I apply this 
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method practically at the High School; after completing the preparatory period in vocal tuning, stu- 
dents can study all three parts of a chant in an oral way with the help of neumes in 15-20 minutes. 
This practically means that the old method of teaching has been achieved. 

e One of the most significant issues of Georgian musical thinking is performance in the 
correct manner. This has survived invariably in old authoritative records. They allowed reviving the 
sound system, guaranteeing the mastery of correct performance manner. 


References 


Batonishvili, Ioane. (1991). Kalmasoba. Vol . Il, Tbilisi: Merani 


Erkvanidze, Malkhaz. (2014). Kartuli galobis notebze gadaghebis istoria da kartuli samusiko sistema 
(The History of Georgian Chant Notation and the Georgian Musical System). Doctoral dissertation 
(manuscript copyright). Preserved at the library of Georgian Folk Music Department of Tbilisi State 
Conservatoire 


Gertsman, Evgeny. (1986). Antichnoe muzikalnoe mishlenie (Antique Musical Thiking). Leningrad: 
Muzika (in Russian) 


Orbeliani, Sulkhan-Saba. (1991). Leksikoni kartuli (Georgian Lexicon); vol. 1. Tbilisi: Merani (in Geor- 
gian) 

Kholopov, Yuri. (1975). Drevnegrecheskie ladi (Ancient Greek Modes). In: Muzikalnaya entsiklopediya 
(Music Encyclopedia), vol. I: 306-307. Moskva: Sovetskaya entsiklopedia 


Rosebashvili, Kakhi. (1988). “Kartuli khalkhuri simgheris kilos gansazghvris sakitkhisatvis (aghmo- 
savlet sakartvelos khalkhuri simgherebis magalitze)” (“On the Definition of the Mode in Georgian 
Folk Song (On the Example of East Georgian Folk Songs)’”). In: Kartuli musikis poliponiis sakitkhebi 
(Issues of Georgian Polyphony); pp.: 42-61. Editors: Gabunia, Nodar, Tsurtsumia, Rusudan and at al. 
Tbilisi: Tbilisi State Conservatoire (in Georgian) 


Notated collections 
Erkvanidze, Malkhaz (comp.). (2006). Kartuli saeklesio galoba, t. IV (Georgian Church Chant, vol. IV). 
Tbilisi: Center for Chant of the Georgian Patriarchy 


Erkvanidze, Malkhaz (comp.). (2008). Kartuli saeklesio galoba, t. V (Georgian Church Chant, vol. V). 
Tbilisi: Center for Chant of the Georgian Patriarchy 
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Audio examples 


. Scale of Salamuri and modal modulation on the Salamuri 
. Basic mode with two tetrachords — mazged mode 

. Splited mode 

. Acomplished system 


. The Georgian Major tint of Dorian mode in double-tetrachord separated mode (Chant T'smindano Mot- 


sameno/Ye holy martyrs. Performed by Artem Erkomaishvili. Preserved at the Archive of the Georgian 
Musical Folk Laboratory of Tbilisi State Conservatoire 


. Chant Ganatldi, ganatldi (Shine, Shine O New Jerusalem). Performed by Artem Erkomaishvili. Pre- 


served at the Archive of the Georgian Musical Folk Laboratory of Tbilisi State Consertvatoire 


. Rachan folk song magqruli, from the field expedition of Chkhikvadze-Grimaud, 1967. Transcribed 


by M. Erkvanidze. Preserved at the archive of the Tbilisi State Conservatoire International Research 
Center for Traditional Polyphony 


. Five-step phrases on different steps within one mode-tonality 


Translated by Maia Kachkachishvili 
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Lyon 1. o6G M39 gd0b (36Momo (396G ]ddo 


Figure 1. Interval conformity in cents 


a6 8gMZ9eMH0 3 
babg ggmomgdgdo 
Interval modifica- 
tions 
bogyorws 204 cents congo 172 cents d9d- 154 cents 6908Mo- 
Second (30MJdqmo ~Co~a | ~yMo 

baggbe@e 
89M (300 376 cents d99(30M9- —-| 326 cents ao- 344 cents 6908 Mo- 
Third SMO CACGN 8IM(309 | CAWJdEM0 coo 

85HoMS 89M(309 
332M Ho 498 cents 6dobws 530 cents ao- 548 cents 6908Ms- 
Fourth CN~JoyoM0 conyMo 
330680 702 cents bdnbes 670 cents d99- 652 cents 6908 Mo- 
Fifth (30Mgd4qem0 coo 
bodb&e 874 cents d99(30M9- — | 824 cents ao- 856 cents 6908Ms- 
Sixth dqemo ~Cogw@o LaJL®s | Cowgdyemo coo 

89HoM Labo 
bg880d0 996 cents 308M 1028 cents 1046 cents bj08Mo- 
Seventh b93880d0 Aswoogjonemo coo 

89HoM bg8G0do 
mA Gogo 1200 cents 6dobes 1200 cents 6dnbews | 1200 cents bdobeos 
Octave 


dogomoann 1. LoemsdyMab Bymds Co gomrmyMHo Imenmo 30s Logmsdnmdy 
Example 1. Scale of Salamuri and modal modulation on the Salamuri 


(et pop op Pop pip po pe 4 
dogscmamn 2. 
Example 2. 


5) MMAGBIGHMoJmMMeEnsba doMamswo daghMomMoga — dgMbyIqjemo jogo 


a) Basic mode with two tetrachords — interlocked mode 
| " tl IV Vv vi vil Vill 


172g. 154,. 172. 172g. 154q. 172g. 2044. 
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3) LAamymeamo Lob&gdo 
b) Acomplished system 


' u mW Vv v vi vil | " "Wl Vv Vv vi vil 


a ” a w = — 


SF Ss FF 
172. 154q. 172g. 172g. 184g. 172g. 204g. 172g. 1545. 172g. 172g. 154g. 1726. 


dsasmann 3. AmbayHob 6 Bymds 


Example 3. Six tunes of chonguri 


ms, ca 

“Ee 8 

o——s 
@ 


$ 


oo 


Asasmmaan 4. sMd5Z0E~M0 EMMA Zo~mbs Co MMH] HMoJMM@osbo Comdsgomo asymgo- 
mo jommb dgrm@omgds 

Example 4. Comparison of the ascending Dorian mode with Georgian descending double- 
tetrachord separated mode 


d) SOdSZ9~0 EMMAEHO 3o~mM 
a) Ascending Dorian mode 


SSS SS SS SS SS] 


3) MAB IGHMoJmMMEnsbo aoymoamo gormm 
b) Descending double-tetrachord split. mode 


IV Vv vi vil Vill ig. Ig. VJ. 
== ———— = e = = | 


172g. 154(3. 172. 204(3. 172g. 154¢. 172¢. 
G G G G G G G 


dogocmonn 5. OMMaNE@ 30~E~Mb JoMayemo doymMHycmo dabMa~mds MMH] 8MosJrmMeoosb6 
BoyM@a~m goaromdo 


Example 5. The Georgian Major tint of Dorian mode in double-tetrachord separated mode 
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996 an ao - eomdor' 896 go - gy - nbygor! 996 
I 


shen gi ga - lobt shen ga - kur- tkhevt shen gma-dlobt u - pa - lo 


dogommaan 6. Logsemmdgemo JHobG]7 o~wgo. 
Example 6. Chant Kriste Aghdga (Christ Is Risen) 


d) JoMam-jzsbyGo Lows jgomm (9%Jgs6od9, 2014a: 267) 
a) Kartli-Kakhetian simple mode (Erkvanidze, 2014a: 267) 


EEE — — —————— 
% 

do - = ba 22 - «mae B3gRMHQ - mm, 
——— EEE 
bE —C7—E—EEEEEEEEEEEEi———£=Z{XZ£&&=£Z£h]) — —={&=£=====Z— 
e) 

d6o - = ba om = (eae) Sgamtig - mom, 
i er - 


os 

Sa a ee) ee ee ee ee 

FS SSS LS LE LSE EEE SEE SEE SS OEE EEE 

2 ae ee ES EE (Se | eS ee == ——s 
] 


SS EEE EEE Es SS 
ES SS a SS EE EE SS EE ee eee, SE SS ees ee 

: a ee SS eS oS ee ee SE Se EE eee eee 

BO See SE ee, eS ee 


Logg-m@o - ggn - or bn gg-mo - crn- bs | Qod-mMigg6-39- cro mo bo - Gem - 
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3) gs@dMZ7dIN{EMO 9G HJI QMJImdsodga~mab dagM. absbgdo mdo~@oabab bobgmdboy3m 3mb- 
bLaM30GmMaab JomMayemn boembymo dybogomaMa dgImMJIg@gd0b ModmMosGmMoab oM4Jo- 
3do (oddes) 

b) Performed by Artem Erkomaishvili. Preserved at the Archive of the Georgian Musical Folk 
Laboratory of Tbilisi State Consertvatoire 


do - b&9 om - wae 433~mM%J Mam, | bogg- wen - ~n- mo ba3g-sen - mo - bo 


ee ee es ee a a Se Se 
iS 2 |} —| —— 

: J@o - b&p am - wae 933m] am, bog3-rm0 - mn- me bo3g3-@n - emo - bo 
| sf eae i Seema eee Er ee ee ee 
Ee 12S | ee EE] es) ES 2; 


~o09-mmMagb - g9- mn wo bo - geo - 39 - oob do - B - mo 


m5d-mmMayb - gq - mma wo bso - geo = 39 - dob do - Bb - mo 
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3) dg6ns dogodob 30Mosbo (94430609, 2004: 147) 
c) Version of Benia Mikadze (Erkvanidze, 2004: 147) 


5) 2 GE (ee ree SSS SSS 


J@o-bL&5 om - (0290330%9 oon! bagg-ren - mma - ms bo3g-c@o- en - bo 


m08Ha6g9-mo wo bo gme 39 dob dn-Ba - ms (36m-3%9 d0b In9-Bo - $5-d9-m=m0. 
(ax 


dsgomaan 7. daHonmsEa0 3o~MM-Bmbsmmeds ~s Jobasb JadsMmgdsdo dymgo sbeam ~wo do- 
Agyemo Ambsagbs39 yoemm-Gmboemmdyoo0. Imevyems30s s6emm Ambsmgbo39 Hmboemmdyo- 
do (0-c@s6 bom @o do d9dmm 30cm Bmbsemmdyddo) 

Example 7. Basic mode-tonality and related closely and distant kindred tonalities. Modulations 
in closely kindred tonalities ( from F to G and Es) 


1 iT Wi IV Vv vi Vil ig. 
SSS SSS SS 


Loge gorom@mbsgamdob dahomsmo saqmamGoago do-b gorammbsmmedab dohiomseo saghsnGogo 
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Asasmmaan 8. Logommdgmo 6do~@s6™M Jm65d76—m. a5@9M(390jem0 9H%8BQI_ gM Amdood3g0mob 
dogh. absbg9do Mmdo~mobab bobgmdbaym gmbbyMZ09GmMoob Joma amo bo~mbaMa Igbo- 
B0emyMoa dgdmdge@gdob modmMsGmMoab oMJogdo 


Example 8. Chant Tsmindano motsamen (Ye holy martyrs) Performed by Artem Erkomaishvili 
Preserved at the Archive of the Georgian Musical Folk Laboratory of Tbilisi State Consertvatoire 


d) Bd 30~M-Bmbsemmdoab 6a9%gJd0 
a) Tones of F mode-tonalities 


I Vil I II Il IV I 


204 (3. 204 G 172 G 154 @. 172 (3. 


d) bom jomm-Gmbsemmednb da9%gd0 
b) Tones of G mode-tonalities 
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3) 4939ME9d9d0 LoggbqAMgdb drMab Imeyemo3o00b EMmb 


c) The correlation between the steps during the modulation 


dogomaan 9. ImeEenmo3oo drMyqm jogmm-Hmbsemmdgddo (Q0-@sb mms-d9dmeE~m Eo do-d9- 
Ime jagmm-8mbsmmdgddo. c~ms-d9dMeE wo da-dgdmM~@ jo~mm-®mbsmmdab a gMsmMoa,900. 
Example 9. Modulation to the distant mode-tonalities ( from F to As and Es). The Tones of the 
As and Es mode-tonalities 


dsasmmaan 10. ImeEqms 30s boggmgbo~m wo bomb aMHa Agbo3ob bodvydgddo 
Example 10. Modulation in the curch and folk music 


3) Logsmmdgmn gobsmmen, g565MMEO0. gZ50dM 390m 9HG& JI ghJmIsod30~@ob dogM. 
Cos3qmos Mda~maboab bobgmdbagm ymbbyMZo08mMoaab JoMayemo boembyMa Iqbogomamo 
dgdmAdgegdob modmMsGmMoab oMJogdo 

a) Chant Ganatldi, ganatldi ( Shine, Shine O New Jerusalem ). Performed by Artem Erkomaish- 
vili Preserved at the Archive of the Georgian Musical Folk Laboratory of Tbilisi State Consert- 
vatoire 
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3) Mogyqma bombymo bLodegms doyMymo Abogged9-aMo0dmb gq4b3g@ai3an@eb, 1967. 
6m H9ddq asw@omgdyono 9. g9MAgo06odob dog. Co(3~Jemoo Mdam~mobob bobgmdbogm gmbbym- 
3Z08MMaab GHMos@a3oqmo dhogoembdosbmdab y33emgga0b boghmoedmMabm (3968Mab sMJogdo 
b) Rachan folk song maqruli, from the field expedition of Chjkhikvadze-Grimo, 1967. Tran- 
scribed by M. Erkvanidze. Preserved at the archive of the Tbilisi State Conservatoire Internation- 
al Research Center for Traditional Polyphony 


dsgomoann 11. byMboy _6qyMosbo BMsb{d0 gMOD ja~mm-Bmbsmmdob gBoMacmgddo, gob- 
moagoyemo L6go~@obb3o0 boagbymb9 
Example 11. Five-step phrases on different steps within one mode-tonality 


d) Lbogsmmdgemn @0(30M4 bgdLom Mmgzabam. g9EdM(3990qQEm0 9HH]JI gh Jrdoodgomoab 
dag®. eEs3qmos Mda~mobab Lobgmdbogm ymbbyMZ0HmMoab Jomanmo boembamo dybo- 
B2EmgMa Agdmdgegdab modmMoSmMoab oMJo3do0 

a) Chant Daghatsatu Nebsit Tvisit (Though thou didst descent).Performed by Artem Erkomaish- 
vili Preserved at the Archive of the Georgian Musical Folk Laboratory of Tbilisi State Consert- 
vatoire 


bob PES p Ep ha dere eee 


mo G - oy Bg - 9-9 - mg3g0 - bom 


bo - Bers - 2 - @ Bors - bore 
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3) Loasmmadgen doobs dje@6 99%0 07330079 JHobG] Eos344~@mos Mdo~mobab bobgemdbogm 
BMOLIMZ0HMMa0b JoMaqma bombyaMa AybogomyMa dgdmfdgegdab modmMoSmMoab 
oMJog3do 

b) Chant Mtasa zeda peri itsvale kriste ( Thou wast transfigured). Preserved at the Archive of the 
Georgian Musical Folk Laboratory of Tbilisi State Consertvatoire 


G3> - &g Jeob - 69 - 89 " 7 : own 


3) JGob&gdmdob e@ aoemdob dmobsoMo 339%0bo aghgh doHabsg 06. ,9EIM(3g9djen0 9H &g9 
gM Jmdsodgomob IogM. ws3yemos Mdamobab bobgmdbagm gmbbyMZ0GHmMoob JomMoryeno 
bsembyMa Agbogo~myMa JgIMAIQeEQd0b ~msdmMoGmMoab oMJogdo. 

c) Christmas IV Heirmos Kvertkhi Ieses dzirisagan (The Rod of the Root of Jesse). Performed 
by Artem Erkomaishvili Preserved at the Archive of the Georgian Musical Folk Laboratory of 


Tbilisi State Consertvatoire 


©) dmdab o gommdab demoabdsoma Loow@ndem (36m. a9@dm39dyem0 9HHJdI_ gMJrdond- 
gomoab dag. wo(3yjemno Mdagmoabob bobgemdboym gmbbyMZs8mMoab JomManmo boombamo 
AgbogomyMa JgdImAdgegdab modmMoGmMoab oMJogdo 

d) Christmas [X heirmos Saidumlo utskho (A Mystery Strange). Performed by Artem Erkomaishvili. 
Preserved at the Archive of the Georgian Musical Folk Laboratory of Tbilisi State Consertvatoire 


47] 


6061) BNE GCESVS3S 
(LdISHOIBILY) 


IMDIN LSIILNGM S69°M3BNNL BILd6IS M569 3IGMNENL 
NbCINIBSIN 85695H4IBS2 BOIMIIQNILSOISL CNS LI6(MILNLS 
L5 BQLOSGIMIEIDGNLS BOILLILIONLSOISL 


898M06ob, AmMamMH3 QBo~mmbagmbabs Eo ImsbMmgbob dDbodgbyemmds JomMaymo 
ZIMByQMob abG®MMasdo gobbogyoMgoyemoo. LHymose gobbogqonmydqemos dabo, m- 
3M(3 ImobMmgb6ab gemma gMmMBZbqQe~moa AgbozoseEmMa BQAmBAMoab ab@Mosdo3, Mow@ao- 
Bog abga @gbmdgbb, AmamMay3 Jomay 

M0 AMsgo~@bdosbmdos, 389HMob0b MboByEydob — ,aobdoMB d00%-b' aoMes, BoJ- 
8MdMH039E, 9H aoohbos Mogobo bbmgobgdab wWosdoesbGyMy{dgemo L630 Mo0dg bLodwyono. 
ombdbymadob wob33bom bobo~@do, qdbadgbg~mmgebgb bLomgmabdghy39mm wmadody, 
Bdow@s bodgd0b9 dbyxgemmdobsb 3898Mabo ayg6gdb AbsG\3Myomo sboemmanab bgMbb, Im- 
8yo3b bodob gmagdab asbbmm3oge@mgda0b badyda Axybogob LagMmesb. Lbobgeme@gds bodo 
gZobbbgo039d4yem0 bdob bobgmimegds (,,0dsbMo, yomo, 3900“); gb bobgmbme@gdgd0 Jomo- 
CMS. ,A6dSMB]d90% Amagogb Jag dbymdMb yqomMgboe@ bLoobSyMg{LM bodgbogm somMo- 
mgmgdabs. Ra~mmbagmbab dybogabseda IodsMagdab IgGow@ boobG yMgb~m IJgdmbg3q30b 
Z63eEgd0M MbdyEmadob dao, ymdQGbHaMQdqem0 boboe~rab Il mogdo, bobgmbrme@gdom: ,,606- 
amaams dagh dgeadyemobs gMmobomgab*. 

BoMIMaa~@aAJOM od Lodqbogm sho~mmanab Mode J60d9 39M0sb6Hb: 

3) Im39dem0 Lodybogm sboemmaoab 389 8Mababgym goM0s6 8b; 


3) dob oboe JoMagqmdy aoodmBsbo~m @. Agemofodgoamabgym goM0sbGb. 


3) 8Gmygmgb mbdyAe~mgdab Il Mogab o. ~mbagabgye@ Gygbyam, b. yobRodgamabgyem 
JoMagqem wos ®ndob HommMab obamobym moMadobb Mogoe@ dgMdbyemo mMagoboemagsb 


(34m3e9, »32300MbO MIMMaLIAGYy3g9eEmgo0mbo"). 
d9800E FodsbeEmdmogas, MMd MbdyYEmgQd0b MMagnbs~rda gb Mog0 aosbbb3geg9d0m 
89 8Mbab boda3ggMensbo Abyxgmmdnbs, 9MM 03%9(309 Jdme~mmMe, bow@s(3 LodIgqbogm somo- 


mgmab ggocmo oM fobb. 


3) 398060 (d3gc0 JoGorgeo) 


»306S0  gxqjomo@ Lodgbo3ggmmms Mmgems Sg~@ 
dagbbo ~@s Bom ImmMab3o oba~m Ebo@se@ Jdbyen0 
ImMBMam  $do0 
Ed bLodqbogme, dyob ayoMo bg g4d6gd0b dob, 
smdd3gMgeno, 
Log n36j@ ob) dogemGm2 S802 Cs AMMorjmg|do2. 


gMno. Msdgny MonayoMs (30 


B0MsM(35 864) EMAMdngMs~E ob 


3) sbo~@ Jomaqm 965b9 as@dmBsbawmn ~w. Igeo- 
dodgomoab dagm 


d99e93; My bLodybagm Jdbomgdgdb IndoMme3, 
85M ImMabs3 (Gbs@o~@ oba~sg Jdbo~m QmMob, 
Mo@abs73 MmMamMs@s(3 oH wes sobym bdo ws 
bogMog0, dsdnb3q agoMgmdsi3 dogbowoagds dob, 
06 MIMdngMgd0b smdd3Mgemo, s6 o~@d—bbgd0, o6 
30293 WabssMdImboyma bdIs Es BoMIMboAmo, 


Msdegbo smgHa(36m; 
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dom bom@qmaos Bobad@mo@dn 96 dweg@mn ws 
Msbs@sdnby Ed BsHEz LadIGByay3goo Lymobsmes 
Moeme@gba smgMa36ybg, Msdgmy Dmams Sdomobs 
oy 
BOMbmabwose, 364 ComabOsw Ws syBMmen®gbow 
Lodqboog; 


AMAMQ@|dsbs  aysMmsbs  MmdIgmmMsd] 


9M0g930696b — Lobbs3cme bmaam = 496 
AMgZ560 ~s JaBymdobo a8oGman 30eEM] bogsdeob 
Bsbaemse@ adyMgJb6, gam @Ws sMosbi35, bream 
BAEsIMIsMHmg|dqjmba —dybgdambo = YHongMoob 
BosM9d96o ayoMos@, gobs2 ES YymMggmms JmMob 


bsGo Cos Abasgbgdoe dob gMmobess. ws, gbhmo39 


dagybob bsdmd~mmoasi3o Immab (3bs@0@ abo~mm 


gobddenM 7 8d06.“ 
(0. 3898M060, 1937: 22) 


IMILNdZ~@gE 3b Joao, Lae@ab bad 30g0b msb- 
8930 6 Esd9HEOZ93g9Em0. BmMangMon agoMob bdo- 
bo @d 8MIMbosb AdbnbLse, BmrangMab gMmbmboab 
06 Bqgbobs Eo sBMmenGgbse agmob bsdqbo3gm 
LBogmgds. dg96 jo, Jgbsd9d960 ~s dg6ymdobo o3- 
SHMOS6 ba®sdeg bobamgdse@ o38yMg96, Mo(3 oM0- 
6 3093, bmaAM JgMadsbgmb dmMob SosMgds60 
(69aMn30 oJb6gd0 my byemabyMoe@ J94d6oe0) 
A30Ms@. obg MMI, ¥390m0939%da 0d gAMadb bobg wo 
0d 86939 39Mdg8Mo0b bagmmdag 
32M bobs3, My WO 330M~Jd0. 

(@. Agemagodgoe~mo, 1999: 18)? 


ALasgbgd00. . 


8) 8m309g, .353d0MEO MAMMALIA Y39E~mgdaMbN~, modg0 II. 


ds. mmbggo, b. yonbRadgama, JGmdgd0 &). | 


Bce TIpW4acTHoe CMHOMY HU CHMHO UW He CHHO (TlaBa 
10) 


B caMoM jfelIe, CCIM OHO He eCTb eHHOe-B-cebe 
(Beqb HEYTO HHOe B OTHOIMCHHM eMHOTO TIpHyacTHO 
eMHOMy), TO eMHOe OKa3bIBaeTCA TpeTepreBLIHM 
IIPH4aCTHOCTb HU OHO MOABepri0cb eHCTBUIO EHHOTO. 
Ecym 2ke HeT HH4erO KPOMe eAHHOTO, TO CylecTByeT 
TOJIBKO HHO, H OHO He OyeT TIpH4AcTHO exMHOMY, 
a OyeT e{MHBbIM-B-ceOe. Ec 2Ke KpOMe Hero eCTb 
YTO-TO, 4YTO He eHHO MH YTO MpwyacTHO e{MHOMY, 
TO OHO H He eMHOe UM eCMHOe, a HMCHHO TO, 4TO He 
eIMHO (B-ceOe), HO CHHO Kak IIpHYacTHOe CAHHOMy. 
OHO, 3HauHT, He eCTb HU e{HHOe (B-ceGe), HH TO, YTO 
(uMeeT lIpegqukaT) eqnHoro. byxzyyu B OHO U TO 2%*Ke 
BPeM4 H CHHEIM, HW IpHuacTHbIM eHHOMy MH TOTOMy 
He CJ{MHBIM-B-ceOe, OHO EquHo, HW He eqHHO, Oyzyau 
YeM-TO HHbIM kKpoMe egnHoro. IlockosbKy OHO 
YCHOJHHMIOCb (OlpesesIeHHOrO) cozepxaHHA, OHO He 
CHHO, MOCKOJIBKY 2Ke OKa3bIBaeTCA IpeTeprieBIUHM, 
OHO He eHHO. CileqoBaTesIb-HO, BCe IpHyacTHoe 


eJIMHOMY HU eMHO, UH He extHHO (Jloces, 1972:28). 


ymg3gmo AbosMgdgemn gMaobse gHon3o oMb ws 
Hd Jha. bream My oMs oMb ago M{AMgMa wo 
JoosHgjd0b ghmbs, aym bobyos2 mgz609% gMaobe, 
© 036M JgMa Jdbse AAmobs IndoMa booM9daMs 
Cd CoNwAbS gMa JIbobs. bmaM my oMs oMb 
Loaqo2 mz6ag% g7Mmoabes, J6meme aymb 9Man, wo 
oH gbosMmb gMimbs, sMs99~@ oymb myngMo. 
bra~m oq oMb M9039 dobo, MmMI~MaMs oH aymb 
NBO MZIAVMO, gabse ym3qmoa AbnsMgdgm0 gMo- 
boe gion sb es sMs gMmn, 9% Bam Jom- 
8035O JMa, oMSsdj@ Zam AMa oMb J%osM_- 
dgemo gMonboe. gabsa730 oMo sMb gbyo myngma 
Ld SMH/3S 30MM MZMJMM, oMsdge@ oymb mMHogg 
JMMd5d5EO, 3aMsMH(39 AMON Ed DBnsMgdQm@0 9M- 


abs, ~@d sdabomgab 0 oymb og0 amgangha, 


Zabs2 AMMA(3o AYM Ed SMe gMMO, ~s aymb bLb- 
gov3_ Mda39 Mz6agM QMaobs; gabsa(739 Mmdm~amMs 
09M53EM5, 8M AMM; bMEM MmMI~aMS 236— ws 
CojwAKS AMM JIbobs, AMM. ymggemo 43°99 Dbo- 
oMgdgoma gAMamabse gMa0(39 oMbL Ed OMS QMMO 
(omsby 398M060, 1940: 4). 


ghao bsdyboagm sbs~mmanab dgbob9d omobg 898Mabob mbbyemgdodo 
30605% 878052 3AM IENgbsmzb CasoMbmbabs COs IMs ArbyGabs gRaEmMbMgG0Nbsazb 473 


8AMBZ@gL Mbby~mg|dab II Mogab ®mdsb GgammmMabgaymna obamobyHo momMadobo: 


Every thing which participates of The One, is both one and not one 

For if it is not The One Itself (since it perticipates of The One) being something else besides 
The One, it suffers, or is passive to it according to participation, and sustains to become one. 

If, therefore, it is nothing besides The One, it is one alone, and does not participate of The 
One, but will be The One Itself. 

But if it is something besides The One, which is not The One, but its participant, it is both 
not one, and one, not indeed such a one as The One Itself, but one being, as participating of The 
One. 

This, therefore, is not one, nor is it that wchich The One is. 

But it is one, and at the same time a participant of The One. 

Hence, being of itself not one, it is both one and not one, being something else besides The 
One. 

And so far indeed as it abounds, it is not one, but so far as it is passive [to The One|] it is one. 

Every thing, therefore, which participates of The One, is both one and not one. 

[Proclus, 1994. (2006, 2011)]. 


»A00dSMH Jd02°-b HLH bg Aqdomdab 80M3gqe~m0g9 Fengddo, yaMboem ,bodgmmeo bg- 
cmm369d0"-do (Ne 5, 1989) 39030439469 Egmomn: ,dybogomyMo sboemmangdob dgbob9d 
amsbg 389 8Mobob ,,as6doM 8 d02d0", Lowey godmgmJgo0 MgombobMoabo adobmob wojo3- 
domgdom, md MbdyE~gddb II Mogob Lodybo3m sho~mmans oes boMImMseagbegb Igbo- 
32H Acrgendo bLodab gAmgdob gMmgbyem dregmdg, Joma AgbogomyaM agoMgmdo- 
69 dobadbgdob. 

sMbadby~m Lodybajgm osbo~mmansbmb wogogdaMgdam Mmogobo mgomboebMabo ao- 
Ima Igqma ofgm 4-6 3. agoboMoob, 6-6 3. Mmbydodg0~@mb wo J-6 A. Lybosd3gomb. 

d-6a 3. aZgoboMas, MmdgemI5(3 Mog0E@0b 9430 AddMa]gZo ,Q06d9MG gdobo"-b sme~mbo- 
GHygomdab (36mdagmo bodgbogm somMemgmab Jomaqm bodbdosbmdsbosb jo3daMab mom- 
3009, MBMoe@s, HMI 0d MboBy~Mgd5do L630 WRMM baemdgbobgd0 Jsas~mamab 8mgbo dgo- 
demgds, MMI~MabL JobgeE3;om Jgbodmgdgemos CoosbhSAMeEgb MbdyYEmgd0b sme~mbasygom- 
dodo bsbby69d0 Lodo bdob sgmMeEqe MobsQoMeEmMdeb] Jobodbgd9. dob Ibge@3gg9e@mdsdo 
LEmmMJe Il msgob bodybazm sboemmans Sfrmbes (a3obsMos, 1962: 418). 

L&oGo0do ,Jomayenn boembymo Lodegmab gormmb gobbobe@3mHab bojambaboagob" 
09 Lodybogm sboem~manal d-bo gobobgyyemn ab &gM3M|Go(308 Wosbemgdam obyg godmo- 
yyyMgdo: 020 M3m@ab, MHmd 8g98Mabo ,o39GM@6" ,,bo8od@g" (mmda~moms bobgmgdab fo- 
Imagmobsb EsMdogom@m 3g73GHo9HMbqMH AgbazoemyM dsaghommMoal avyomobbdmdb, broom 
AMeEgbs3 ,aqoMob“, 06 doMamse@ dagMa~@csb aobbbge39dqm dsagmodby] oagdqm Moab 
o6b969db, Ibg@39emmedsdo ofgh d3gmdgMdbymo LHAAmMYymMgRa@mo bob&Jdo, Mmdg~oab bo- 
Aqoemgdome(3, dagMJdabL as@ossEgamgdnM sboemn dagMomMnagdo — ,30~MAMa |mMI9d0% 
donmgdmeo (Smbydsd30~0, 1986: 49). 

J-6 0. beybosdgamdac3 mogob boggocmogogei3om ~bodMmddo (g0comdob go6mbogzab 
dohans@o 5b38948940 d3ge Joma bobay~agan denbozodo), gobabom@ms Ms smbodbyyemo 
Lodgbogm sboe~mmans, daoohbos, md 030 damosbse dagMdby~mo Aybogob agom3goemoab- 
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Babgdom BoMadoMagds”. dobo sbMom, —9g¢3g9m00, GMB ,ImMMaq\mgdsme"? Jgbobgd bovy- 
sMabob omsbyg 389GMabo ,8oMdmbaob“ dgMdbyemo Agbogab MgmMasdo wWsdgZZg0e@EMgdqj~ 
g0a,900b, 964) go~mmb axymobbdmab*. 

q8oMg3gemgbo dnosdggmom|ds, M73 dgadmgds wogdsemb Jjgambsgmb mbb’yAm|da0b 
9 BMoadgbGob ao(z6mdabob, JoMame3, gh sgHdbyem ygo~mgddg boydoMns. 39&M0- 
Bo sdgoMee@ IbLyYgmmdb dsagmMomMoagoab, dgMdbyemo go~mb dgdj338M|~mO Bo~NMs Co 
(396GMoemqmo AygbogomyMa dobgamgdob — ba Gs, ad08s, Agbobs ws doma qMongMo- 
dodsMagdab boynd39mbyj obymdam~, Lbgoe@obb3goa30Ma aobbymdamygdgdobs my 36gdgd0b 
sMdd3gMgem, AdabsE, BAMEBMabsE, syAMmeEaSH boo ,omygoboe“ (doR6g4y4e~) Igbo gory 
339M ]M59d%}q_ (,dmMay\madobs aypoMosbo*). sdeEgbse, 3d LAaMoJmbygd0b ImbdIg6ob dgd- 
093 LAymnse asdoMamydyoma dgndemgdo aymb bgdabdagMoa m8mbgb Gob do3ambge: Low 
Z6g203M of JoMayen AnbogomyM 3o6bmbdmdagMJd9d0g Jobodbgdob? 

AMAMMH?3 BIIMA Eogabsbgm, 8HM3e~gb ,,303d0Mbo MAMMALIASYy3g9mgdombob* II mo3- 
do BoMdmeagborn, dbmamme gMann sdbs(30b Im(3qemmdob A4rmbg dbyxgemmdsdo, Lodqbogm 
BoMomgmob BZo0e~mb 39M gbg~mogm. gb qyobobzbgemo 389 8Mabab ,,a96d0M 8 d00%-b dgbodod- 
ab bsda3ggMe@osb dbyxgemmedsdo abgmo gsbbo3yomgdqema maMgdqemgdob d4mbg dboG3m~- 
ma oMandgbGos, MmdAgmbos3 89Mabab dogmM smosMgdqyemo daMamsgo0 g¢gddoMoG dob 
= 9390999Mdo Hed yy JdIbgem0 ghamab“ bobg wo dbasgbgdso — odob mgo~mbohgboe, oxy 
CobsosbGyMgdmoeo dadoMoosgh JoMmggemo mgmobdgGy3ger0 (398M06o, 1937: 23; dggr- 
ajodgomoa, 1999: 18). 

AmamMos gb ,yJdbgemo gaa", AmdAgma3 abasMgQdb Eo ODLasghgdb yma3gemaggb dob 
dag daJdbomb bLodysMmdo? 39GMobob dobgegam ,gMmo" bsMImMs@agbb do~mob, Mmdg- 
ma3_ Jdbab LedyoMmda bsoMa30M Bymdgdb, Jobo mg bojom, ,dmmMoaymgdgdb" wo odb- 
Bo3L9db dom mogob boG®b. ,~qJdIb6gemo0 gMamo"~ Mogo@oo bodgdob (dsdob, dob, b-yemnbdoe@ab) 
Mage, dgbododobse, ,ym3gmag0Mo ImMMaqemgds" (69d0bd09M0 B9MIMbaIEMa Imagenqgbo, 
Bymds), 89 8M06ob bgeZ0m, bsMIMse@agbb dagemob d9d33Mgm@o0 Lodo Lebyabob ghmosbm- 
dob. mgombobMoabo y39maga0b6, yrg9mazZoM Amgemgbsdo dagemab dgd 33M gem0 Lodo bebyabob 
gMagdob dgbobgd, bsdy306 wgdqemgdoe@ 043930 Job mbdeyemgd0d0. 

Imgngmbmo 898Mobob gMmo dAgGowe boboMagdmm MAg30, Mmd~mob dobge3om: 
293OMb63Z0EgbM Ly{Mo8, Ed Byomo@ Iggd3g30bM dob39 Bogambymbs, Msdgay (36mdabo 
©od sEmbygdabsmgob sMb Lomsboeme", ob) 0d JoMmggemo dmobMmgbob MAg30m, (3Me@- 
Boab, qbygd0b, dgqd(3@0M0 sbMabsmgob sMogMambgem qbeEs CoysMybog gMmbgm 339 
Bobs gombb (398M060, 1937: 6). 89 8MobaL od MAggabl gJg0cmmojZo~™ 3oMao@ 53%9330MgH 
9 Lodybo3m Q|MsgdgbGob JZg9GQILHL, LOMoJmbgdb do~rdo wogQoMyAm 39 8Mabobgym 
Abo jZom~myH-ghag8o34% ,b9e@gob“. 

dgmMHJ MogZ0, SbMMdM03Z0E@, bobsMH9, | Mogob (,g@aobs Co bodMszemabomgob*) mmao- 
BGO aoaMdgemgdoo; sdEgboe, gobom3gomobbobydgemoo oMs doM8Br Aggbmgob bonb&gMg- 
bm bodabaj3m 3Mo03996G0b dobsombo, oMsdg@ dobo, MmamM(3 89Msmgmob dbadgbg~mm- 
do Bobbaemqm HNIMEMMaaNMH-gamMMbogayM Mgbsms dobssMbob bogmam ymbGgyJbSdo. 
nbdbyemgdo0b bobsM9 (I) mog0b qdbodZ6gmmgebgbo mgbs obg yogmb: ,Jdbyembs ymggembs 
80M3gE agZbbs qbes bodo.........gams%dg@ yrggemngq Lodas dagh LHe aJdbgdabm“ (0439; 
1937: 17). 

nbdbyemgdaob Il mogdo gsbba~mymo mgbab: ,ymggmba mbdg960 ~s Mngsbn 9M- 
aab dagGss* — sMbo, Bmasw@ow@, Inmgmabs wo dob dgdoswagbgm bbamrms sqWHongho- 
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dodsMagdab bLogamboas. 3898Mabab dabge@3om, gb mgbs Ma(363m0, Lodmbgdobdq8y39e™, 
mmaogob LagMmesbys3 gobadoMHjdo Eo ,bodqbazg~mmas Magemo" 96x Anbo3zomAMo 
89MdIMboob Jogsmamby3. 

Modo AeamdsMgmodb 39GMabob dobsbo mbd4yegd0b Il Mogd0? 

Haba mgembohobmgdobagab b¢aMe@gds dob abgma bodybogm s0Mee~mgmo, Mmdgm- 
bog dab dog® 0379968 9d0e ImbImdne~, dJabssMbMdMngeeE aosbbb63Z039dqm sbo~mmansme 
MHoado Eoby36om0 s@gomoa goohbos? 

bodgbogm B8oMemgmoab bab, 3898Mabo @wobdqmo M bab Mgombohabmgdobsmgob 
ZobbLb6go039dyem0 dobssMbob 89Memgmgdb godmayg6gob. od 89mMam~mgemgddo, MmMammM(3 Egbo 
dangmab d9d33Mgm0 bsdo doMoms@o badbymo bobgme@gds. aobboemqmos bodabgdabd9- 
8y39mm, LomdmMam Ma3bg0b (bsdob), bo&®ygog%gdob (~mangob) Cd Jo(3Mo (s@odosbos) 
vagomo"-al? Logambgdo. 

BZoMmbogmbab sbMam, jo3ms agoMab LHQmaesbmgb6gdo0 bod ov3omgdgm 80Mmdob 
Logommgdb; gbgboe: ,boSyz0g9MgJd00"%, ,Imgq@omdso" wo ,d9d9(36gd00%-ob qyboMo. 

»b08y309M O02," 03039 ~mmManjo, Gdsdogh gMMbL, Mo~@gobo(3 Lodos dgdo~agbgemo bob- 
aga mobdgbo®ygobs. ago — mgbob, sbGamgbab Eo Eobsbyg3gob qMongMamdndsMamgdss. 

»bsmdMam 0/363" Lodo — gMamabs Eo Jabasb ,bsMdmeEgbomoa" mmo ByoMmb Jagno- 
Bmdose. boda — 80Mgg9m0 LodMogm go Ma(363gmMo LodysMmdo. 

bodob ghiagdob 09 mgembohobm sbommansms Magh 39 8Mabo bodgbajzm somMo~mgmom 
SLMymgob. sSo%MmdMogo@ ago HgIMbLyb_dyem shoemmansms MmMangyMa goaMdgemgds0. 

bodgbogm sboemmaaab wobosbyobo @s Esdsdmemmydgmo BMosb 960, bo~Eo(3  ,(36o@oe@ 
dbo ghabo" Eo ,ym3gmmo dImMab gmooboob bo8o"-b dbasgbgdob go bowydomo, bo- 
Aqomgdob admg|ge Zng9MosyOMaD, MMd JoMm3ggem ImsdbMmgby Bdob~ws bLodgdob bs8ob 
ALaogbo LOMyJ®qMab dfmbyg, odagoM ,bLodqhoggmm Magoo"-b aymobbdmdb, Mmdgm- 
BA(3._ AobLEAME Cs MgoEmbofhnbMeE Mbo%ymM|dab ,dmemmbasy302"-do aboqdMgob; oxyd(30, 
00539 EHML, 030 ,0808mom" 30EM] ,6a8sdeE9" Jgbymdo~, ,3OmMbmoabwese@, “SCombese“ 
DY yOBMOMEOAS LO" smygobaer, aobbbgogqdqm gbgdoms omddgMgmo agoMgmdab go- 
mmgdb Imabbybogdb, Ms(3 SPo_gdSMagZ0~@ doEgdb gambgeb: MmamM qbes oJbsb goagdeyen0 
89 8Mo6ab gb Lodybogm dbexgenmds? dgMdbymo jagmmgdo ofgh dob od sboemmansdo dbge- 
3gcmMdsdo, Hy ,OMEMba®y302" Lodygbogm sbho~mmaoab Abaogboe@, bodo bIob ,,gMmmdse 
dgymgmgdoboa"-b (ghanemmyem bdmgo69dob) aqmoabbdmdb ogo? 

898M, BoMamM o6Q3MMdoi3aqmoa Hgoe~mbsbagMab Jfmbg mogabyqQoemo0 dJgdmddg- 
Ga, gbgGo ImsbMmgb690. dabmgob ym3gqgmagoMa ImManymyds, Jom IAG gL ,,bodqbo39- 
Mmm MAgZ0", AMamMoa ,a3goMob~ ~5d8 93073 0M Woe aymb oan, Jd3Zg6agMgQd0, ~osemg],80- 
300. Ibasgboe@ Lb6go ,dmrmoryengdgdobo" (ImMorgemgogd0 3o IMoZ9EMaZ0M00)° Aegbogom- 
Ha 89MImbos(3 dagemoab dgadowag6gm bobo~rms qyMangMmdadoMamgdob, booMgdo0bs wes 
gZobymaRomgdab, od boba~mms dgbymdab 8Mm(3g9bo9; MaMM|yemn AnbLazos~@mMHa agoMgmd~0, 
09 84M(3gbob dgw@gans. Lomo (gommb LoggbyMnse, oy bdsme) dg6ymdob 38M06 (3080, 
Bymdab MoagoMmds asbbobegMagb JoMmggqemn Qammbagmboab m3gombobMobom ,,bodyb- 
DS IMMorym|dsmo" 3MbH3gMIHQO ,agoMgmdob". 

898M06b LOsdb, md ,ym3gem Bgbbo eo AqgbagMgdobo es dgbymdsdo Dobgyemo 
Bgbo, dgbymds eo Id3qbagMgd00"-0 (Igemadodgowo, 1999: 91); md: pymggcmo dobymdobsb 
y3geme gMabs wo od039 dqbgdob of Joo~mgdb" (gemododgomo, 1999: 82). Img0ambmo 
pommmba&y300"-b 36mdagmo Lsdybogm sho~mmaoab mem |MIg996G0, Lo~@e(3 LowydoMoo 
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09509, My domomdo ,gMado" HmMamM boMdma bo3Z6s a3go0M%Jdo0 9M Ed 00039 bagmobsasb 
bobgbbgomdome dgdagdgmdob (Agemododgomo, 1999: 211). 

bodgbogm sboe@mmanab wobobMamb, 3898M060 dgambggmb ymggmo Jdbomab ,ghMao"-b 
bobgboo6 Abaoghgdob dgobbg6gdb wo qMAggb dob, ,aobdqmo8mb", ob aobbogqmmg- 
30D YYMsOMgdom CWosgZOMEgb gobba~mqm bogambb ,,bodbmdIemo*-do (aqgmdg&Mosd0). 
Im3gdyjom Ms3do ag{mdg8Moab by39MM oH asbobo~@g|ds. 0d qQzobobygbgmb, ,M0(36q60b"-s 
Cd ybLodIgbme“-msb gMmse, 030 3M(3EMsE dgg6gd9 Imagnsbgdam MbdeyEmgQd0b ,,dme~mb- 
2Gyg302"-do, Lo@o(3_ Mga~@bohabm Jogsmamgdom wWososb4qMmyob mogob IMbsdbLb bogm- 
MME yrsgemnggb, Ed Jom JrMab ,bodgbmo"-b Lodmdam I~gobsMydsbmMsb6 ~Es303d0M Jd00. 
AMaMMH oes ofbsb aosagdymo 39GMabob dme~mm mM BMobs Lodybogm sboemmaoab 
CobobMymb? Mode~gbow@ dggboddgd0 ,bymaboms dom", ,ddbobsE", ,,3OmMbmabese", 
rPBMAMEOI® Ls" bLobgmegoqema AgbogsmyMoa jgom~mgdo ,gMam0"-b boGab dbasgbgdob?! 
donb(33—5d5n6(3 ,,b5dbmd~ma'dg* M9Gmd Jaymangdb ago? ,bsdIbmd~mab bbybgd0m, 36 3- 
MgIGyer Lsdqha3e Ame@gqembdy (a39Mgmdsobq) bmd 3H Jnggsbadbgdb gagmmbmgmba? 

pommmba8y302"-da 398Mabab dagh asdmadqmo mgombsbMobo a9mdg98Moo0b mom- 
d0%9 AgdegabsaMose@ aodmayyMgds: 403 HOY |agMdIgIHMo, oMaMdgGogo wo AgbLa3o9 
(36m 03 Agg60 Lodmababoasb", AmeEgbs(3 Lodmdob dgbobgd sddmdb, Mmd ,,...dg6b bo- 
agmdo gabamgam bomgma dgda Lymabdoagw@ab Igmbgd0m." Mo~@asbs3 gb agmdg&Moo(3 
bodb doohbggb y3gmoby qsaMggmgbow@ wo MMbL gMaobogsb boMdmshgbb; ,... Lodges, sb 
BIMBamo Hd aosaMdgemeogds, Mab dofdbob, Mmdge@a(3 Joba dg oMab; bmeam boaMo 
Amd aoogm3mb, (Smdgen(3 Lommdab omddqemb9 j@530M08), dobo dgdggmdam y3gmo Lbgo 
R0a9M (653%9900) ~s smbsamds (,d9@adyem do") d04Jd, MMamMM(3 bo33gmmogo6 gb 
80%39@m0_ bsd3xynbgen (bsdyyMo) Cd y3Z9mo Lb6Zgo grams Cs QBMMds 0d 80%3gqe@0 
bodo dobgbabsasbss, ob939, HMaMM3 y3gamoe oMbo — Bgbos Fdnbeo bsdgdab dgmbgdom 
omobl" (Agemododgomo, 1999: 209-210). 

SdM0A90, ‘KJIMA IAmy3Z0bo~m YM0ad968do 3898Mabo ,,Lodqbe"-b, ,Ma3bybo“-bo wo 
sod BMI~me“-Lorsb (aqgmdgGMns) AHMoEO Imabbgbgdb wo sbobosmgdb dom, MmamM3 ,bo- 
dImdan deabsM)", A3g960 bodmababogsb of (36m bebyobgdb. 3898Mobo baMBocmag@sb 
393M3Md0~M Bombs, wo 09 qyobobybgemobsg06 ,dg@adqen™ b9339mgdbgq LoydMmdb, Hm- 
dgemmse dmMob, 80M39~ Magda, sbobgemgdb ,,bodyqMb*— Lod 3qnbgeb. dsabi3s~@odsnbi5 
»bsdbmdgma“-by MsGmd Paymangdb JoMnggmoa ImsbMmgbg Lodyha3m 3sMoe~gemoab dm- 
comb? nda8md, bmd sMs, md agmdg&Mnsda asbbo3ymMgdam mgsmbsfinbms bsba~mgdab 
Iaemnsbrds, ,dgmadayen* gMinda? Mode jbow@os JoMagdyemo goMoyen, bod bmd~mob*-osb 
CodgogdOM|dqemo 389 8Mobob ALyxge~mmds dogohbama dobodbygds@ bodgd0b ghmgd0b ao- 


IMIAb‘SH3ge BMbgM|Gyor gamgb6ye Lodyboj3m Imegmbg?! 

bod gaqmbgemo agmdg&Mosda 80M3g9ma agmdg®Moqma ,dg@gdqemgdo", s8oM3Zgqm@0 
AIMIGHMoyqemo IrMoyemgds, 3 3ymMbobs ws 3 bMaRnbogeb Jgd~@asmMa LMA~o agmdg- 
AMoymo ,yngmmdso", MMIg@a3, 43960 sdHam, MmamMHi3 LAMAI®qQMymoe, obg bob- 
9MdM03-QoayMoemyMo@, ,JbsbMa, yoo, ds0dob gMamMds0 daymM3emgdabso-b 4yWR3MM dog- 
Low@sagds, MMamMM(3 BoMo~mg|mo, 30EM] obg39 boda bLoyMegbom (6oG», a858m0, Igbo) 
dggMQe dgMdby~D jo~mMb, Mmdgemayz oH ,gMadsd0", ob) FMHMEMMYNEMO, OMsd9~@ cmob- 
JoMama, IMMOBMbGHomdo ao6agbamo AgbogomyAMo da~mnsbmdoo. 
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amsbg 398Mabo o(3bse@gdb, Hrd LEmMoa dbyxgemmedob, LomMo ~obyg6gd0b Ja~mgdobsm- 
30b Lodo 80M mdab gomgocmoabbobgd90 om3amgagmo, MMaMMa(309: ~amangyMn sdMmgbgd0, 
yambydnb asbdIsbsamadgena bgego% (n6Gyo(3ayjMo dgMgQGob, Jgamdbydo0b bon) wo, Mo(3 
Zobbo34MMJd0M BodsbeEmdmogos, AMago~mors GmIns LoMBIQEgmsMago ws BymByMyemo 
g2dm(3e@nemgdab aomgsmmoabbnbyds. ,,a06d9MGJd0"-da BoMImMAgbama Aybogo~myMa gbog- 
GogZob 392959 Co Agg_obgd0 38g9GMabob BAIMsmbadbyema 8mba300b aoMydg dondemgdgemos 
(898M060, 1937: 220). 

»A00dsMH jd00" 3 Fobo~mobsgs6 dgw@agds. sdomasb ,,bobsba8yqo2" wo ,dme~m bo- 
Hyqoo" JoMagzgqemo drobMmgbob dobogoem Eo CEsdIMyjZaeEgJdg~™ Eobygbam LoBygeb bom- 
Imse@ag6b, Jyo Bsboma 30, Low@os(3 MogdIMyMamas Lodgbagm soMomymgdob WIA7GgLMd~0, 
qdqomme, 8Amgmgb MbdyYEmgdob 8g98MobOb dagh gmdgbGoMgdyem0 Bobo~@moas. Mog00 
dgMdbyemo MMagobsmma Lodgbagm BoMo~mgmg{db oH Ima303b; MboAM dab Jomanam 
meMadsbdo gb soMemgmy|dn sdzoMse@ JmsMadbgmob dboGgMym ,bgego0b" sbbobog%g- 
396. mb’ A~|dob Jo, aobdJoMBydam0 bsbo~mab bsdybo3m sbo~mmangdo bmaseo bobo- 
oMabss Mogabo dabsoMbam wos Imygamgdqemos 08 HMZo~mbohabm ymbygMgGyeomdob, MHomo(3 
“dmem~m LaGygx02"-ob Lodqhagm sho~mmans aodmoMhg30. sdegbse@, MmMEgbs(3 Mommg|y@~ 
00 sbo~mansmsasbdo 3(3@OMMdM WogabsbmMa AnbLago~mayMa sbMHmgbgd0b JoMaqm ,ago- 
Mgmdo"-09, 964) Lodbdos6md0bq dobodbyd0, A396ds sdagoMds J(3c@QgcmmMd0d, SqybgdMago~0, 
gsdmabgamb m8mbgb8ms mmangyMo dg3ombgo: MoGmd oes g:bgw@os3g@gm 0d Bmaseo 
bsboomab bodgbogm sbo~mmaagddo donbi3o~@odonb(3 Ihogembdosbo sdbMmgbgdo0b bbb 
dobadbgd0b?! dgmmMy IbMng, Loghgdom ~mmangyMoas, smdom, ab 39Moqj@o0(3, md ,,d%ob- 
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NINO PIRTSKHALAVA 
(GEORGIA) 


ON A MUSICAL ANALOGY IN IOANE PETRITSI’S COMPOSITION 
INTERPRETATION OF PROCLUS DIADOCHOS’ 
AND PLATO’S PHILOSOPHY 


From the viewpoint of research into the history of Georgian polyphony the publication “In- 
terpretation of Proclus Diadochos’ and Plato’s Philosophy” by Ioane Petritsi, representative of the 
eleventh-century Georgian school of philosophy, is a document of special value’. In the concluding 
part of the document when discussing the Holy Trinity, the most significant theological dogma, 
Petritsi uses a method of artistic analogy, citing a specimen of creating the unity of three in one 
(trinity) from the sphere of music. The names of three different voices are presented (mzakhri — 
the lead part/voice, zhiri — the second part/voice, bami — the low-pitched voice); these names are 
Georgian. “The Interpretation” includes a number of most interesting musical parallels. A very in- 
teresting case of the philosopher’s attitude to music occurs in the middle of the composition, in the 
second chapter of the part the author commented on. It is titled Natsilta mier shedgmulisa ertisatvis 
(musical structure built by means of joining, blending or adding one sound to another). Here I shall 
present several versions of this musical analogy: 

a) Petritsi’s version of the presented musical analogy, rendered in the new Georgian lan- 
guage by D. Melikishvili; 

b) A. Losev’s Russian and 

c) Thomas Taylor’s English translations from the Greek original (Proclus, “Elements of 
Theology“). 

It is noteworthy that in the original of the composition, unlike Peter’s three-page-long rea- 
soning, this chapter consists of only one paragraph, where there is no trace of any musical parallel: 
Petritsi’s *Interpretation of Proklus’ and Plato’s Philosophy’’; preposition II: ’Subsequently, if you 
look at the musical compositions (samusikelota rtvata)’, among them you will also clearly see the 
created one, because no matter how you adjust the voice or tune up the instrument the mood of the 
music will adapt to it immediately, either causing pleasure or anxiety or the sound may become har- 
monious or disharmonious. How many of them shall I enumerate? Charming or feminine, accom- 
panying strength of will or ruining it. Musical teaching ascribes some kinds of the voice to the sun, 
some — to Cronus, or Zeus and Aphrodite. And you consider the adjustments and adaptations from 
the ipato to nita, as the separate parts which they truly are, and their blending (may they be natural 
or artificial) — as a sort of music. Therefore in everything there is the image of and resemblance to 
that “one”...” (Melikishvili, 1999: 18)?. 


Alexsander Losev (in Russian): 

Bce pwuacTHoe eMHOMY Vi eMHO HU He eH (ryrasa Il) 

B caMoM JleJIe, ecJIM OHO He eCTb e{MHOe-B-ceGe (Beb HEYTO HHO B OTHOMICHHH CAHHOTO 
IiIpWuacTHO eMHOMYy), TO eHHOe OKa3bIBaeTCA TpeTepleBUIMM TpwyacTHOCTb HM OHO 
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TlOWBepryiocb elicrBu1o eyMHoro. Ecum %e HET HHYerO KpOMe eAHHOFO, TO CYLeCTByeT 
TOJIbKO eMHOe, H OHO He OyZeT IpHyacTHO eqHHOMY, a OyeT eMHBIM-B-ceOe. Ecmm xe 
KPOMEe HeYo €CTb 4TO-TO, YTO He C{MHO H 4TO MIpHYaCcTHO eJMHOMY, TO OHO H He e{HHOe UH 
e{MHOe, a HMCHHO TO, 4TO He eHHO (B-ceOe), HO eHHO Kak MIpw4acTHoOe ezMHOMy. OHO, 
3HaYHT, He eCTb HH efMHOe (B-cebe), HH TO, 4TO (MMeeT MpequKaT) equHoro. bynzyan B 
OHO H TO Ke BPCMA MH CAHHbIM, HM MIPH4YaCTHBIM eMHOMY MH MOTOMY He e€HHbIM-B-ceOe, OHO 
Eqmuo, 4 He e{MHO, Oy ya 4YeM-TO HHbIM KpoMe egMHoro. IlockoubKy OHO HCHOIIHHIIOCh 
(olpeyesIeHHOrO) COep»xKaHHA, OHO HE CMHO, MOCKOJIbKY 2%Ke OKa3bIBaeTCA IIpeTepreBLUMM, 
OHO He eHHO. CileqOBaTesIb-HO, BCe IIpH4YacTHOe EAMHOMY UH eMHO, HW He eMHO (Jloces, 
1972: 28). 


Thomas Taylor: 

Every thing which participates of The One, is both one and not one 

For if it is not The One Itself (since it participates of The One) being something else besides 
The One, it suffers, or is passive to it according to participation, and sustains to become one. 

If, therefore, it is nothing besides The One, it is one alone, and does not participate of The 
One, but will be The One Itself. 

But if it is something besides The One, which is not The One, but its participant, it is both 
not one, and one, not indeed such a one as The One Itself, but one being, as participating of 
The One. 

This, therefore, is not one, nor is it that which The One is. 

But it is one, and at the same time a participant of The One. 

Hence, being of itself not one, it is both one and not one, being something else besides The 
One. 

And so far indeed as it abounds, it is not one, but so far as it is passive [to The One] it is one. 

Every thing, therefore, which participates of The One, is both one and not one. 

[Proclus, 1994. (2006, 2011)]. 


During the very first years of working on the text of “Interpretation”, in the “Khelovneba” 
journal (No. 5, 1989) I published an article, “On the Musical Analogies in Ioane Petritsi’s “Interpre- 
tations”, in which I suggested that the musical analogy, presented in the above-mentioned chapter 
2 of the composition, evidently indicates the national model of creating a musical whole (“one”) by 
blending three separate elements (a trinity), a kind of Georgian music. 

V. Gvakharia, K. Rosebashvili and M. Sukhiashvili expressed their opinion in connection with 
the above analogy. V. Gvakharia, who from the very beginning voiced his doubts about the associ- 
ation of the well-known musical parallel mentioned in the conclusion of the “Interpretation” with 
Georgian three-part singing, thought that in this composition other more distinct examples might 
be found, which could provide grounds to confirm the suggestion about the chordal correlation of 
the three voices mentioned in the conclusion. It was the musical analogy of chapter 2 that he bore 
in mind (Gvakharia, 1962: 418). 

In the article “On the Problem of the Georgian Folk Song Mode Definition” Mr. Kakhi Rose- 
bashvili’s interpretation of this musical analogy seems to be as follows: he considers that Petritsi, 
when enumerating the names of the planets from “Ipato” to “Nita”, means the descending hepta- 
tonic sequence of sounds; but when mentioning the “kinds” or referring to the sequence built on 
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the sound different from the basic one, he means the old Greek perfect system, through which new 
sequences of sounds — “mode forms” — were created by means of sound shifting (Rosebashvili, 
1986: 49). 

Magda Sukhiashvili, too, when discussing the above-mentioned musical analogy in her thesis 
(“The Basic Aspects of Canonical Chanting in Old Georgian Sacred Music”), concluded that it was 
governed entirely on the basis of Greek music”. In her opinion there is no doubt that when speaking 
about harmony Petritsi means the understanding of “harmony”, accepted in the Greek theory of 
music, i.e. “the mode”. 

The very first impression the reader may gain, when getting acquainted with this fragment, is 
the discussion of Greek modes. Petritsi is reasoning obviously about the kinds of music formed on 
the basis of the sequence of sounds, the extreme lateral and central musical accents — Nita, Ipata, 
Mesa - and their interrelations which form the Greek mode, evoking different moods and emotions, 
considered to be the Sun, Cronus and Aphrodite; therefore after hearing this any opponent’s ques- 
tion as to where we can see any reference to Georgian music would be quite justified. 

As we have seen above in the reasoning of the paragraph presented in the second chapter of 
Proclus’ “Theological Correlations”, there is no trace of the musical parallel. In the corresponding 
reasoning covering three pages in Petritsi’s “Interpretation” the latter is an artistic argument of spe- 
cial value, which the Georgian theologian refers to in order to bring forward or to confirm the basic 
truth declared by Petritsi — that in everything there is the image of and resemblance to the Father 
God (the Creator, who was not created by anybody) (Petritsi, 1937: 23; Melikishvili, 1999: 18). 

What is this “One that has not been created”, which shares and makes all resemble Him in the 
universe he made? According to Petritsi “the one” is a power which creates multifarious modes, 
“harmonies” in his vocabulary, and makes them resemble His image. “The One that has not been 
created” Himself is the unity of the Trinity (the Father, the Son and the Holy Ghost), accordingly all 
kinds of “the harmony” (any harmonious phenomenon, mode), as Petritsi views it is the unity of the 
three beginnings that form the whole. Everywhere this view about the unity of the three beginnings 
that form the whole becomes the leading tenet in his composition. 

Let us recall a very useful piece of advice of Petritsi’s which is that in order to acquire knowl- 
edge, to understand correctly and form a correct opinion you should revert several times to what 
you have already read once (Petritsi, 1937: 6). Following this advice of Petritsi’s let us look very 
attentively at the implication of this musical fragment, Petritsi’s musical-aesthetic view* hidden 
behind the lines. 

Judging by its meaning chapter 2 is a logical continuation of the preceding first chapter; there- 
fore it is necessary to take into consideration not only the content of the fragment under discussion, 
but also its significance as a parallel in the common context of the content of theological-philosoph- 
ical theses. The most significant thesis of the previous chapter (Ch. 1) reads, “Everything that was 
created first needs three... as everything becomes complete through the three” (I. Petritsi 1937: 17). 

The essence of the thesis “‘all the creations and modes are created by one”, discussed in the 
second chapter of the composition, in general is the question of the interrelation between the whole 
and its constituent parts. According to Petritsi this thesis can be interpreted on examples from the 
sphere of numbers, science, logic and also on the example of “musical decorations” i.e. musical 
harmony. 

What is Petritsi’s goal in the second chapter of his composition? Why (to bring forward what?) 
does he need such a musical parallel which occupies a conclusive place among the analogies, dif- 
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ferent in content, which he put forward as arguments? 

In order to highlight the presented thesis, before the use of the musical parallel, I. Petritsi 
makes use of the parallels involving different contents. Among these parallels, as a rule, the three 
basic characteristic features forming the whole are named. He discusses the problems of science, 
the divine figure (three), literature (logic) and kinds of men (people) — “guari’”. 

In the philosopher’s opinion for the perfection of men’s race three indispensable conditions 
are needed; they are the ability to speak (sitqvierebai), to die (mokvdaobai) and to think (shemets- 
nebai). 

The ability to speak, i.e. logic, imitates “one” as the three are the constituent parts of logic. It 
is the correlation of the thesis, antithesis and conclusion. 

The divine figure “three” is the unity of one and two sources “created” by the former. Three is 
the first multiple digit in the world of numbers. 

Petritsi ends this group of very well-known analogues of the unity of three with the musical 
parallel. It is a semantically logical continuation of the analogies mentioned above. 

The beginning and concluding phrases of the musical analogy which deal with the resem- 
blance between God (“the truly created one”) and “the image of and the resemblance to the one” 
give us grounds to assume that the Georgian thinker means such a harmony which resembles the 
image of the Holy Trinity and on which he will dwell at some length openly and distinctly in the 
afterword to his composition; though here he makes mention of different modes beginning from 
the “Ipato” up to the “Nita”, elevated to “Cronus, Dios and Aphrodite” evoking various emotions, 
which quite understandably raises a question: how can this musical reasoning of Petritsi’s be under- 
stood? Does he mean Greek modes in this analogy, or like the musical analogy of the “afterword” 
does he mean ertobai shegovilebisay — the simultaneous sounding of three different pitches? 

Petritsi, a free scholar and creator possessing vast information and knowledge, is an aesthetic 
thinker. Any kind of harmony, no matter what kind of music harmony it may be, is beauty, dialec- 
tics for him. Like other harmonies (and there are many of them and of different kinds)°, musical 
harmony is also the process of the correlation between the constituent parts of the whole, the joining 
and division, or mutual adaptation of these parts. Every kind of music is a result of this process. 
It is the principle of adaptation — adjustment (of mode degrees and voices) and the kind of mode, 
which, in the Georgian philosopher’s opinion, determines the concrete kind of the modes of musical 
instruments. 

Petritsi is convinced that “each order and beauty and harmony has its own order, harmony 
and beauty” (Melikishvili, 1999: 91), and “not all can acquire the same character at each harmony” 
(Melikishvili, 1999: 82). Let us revert to the last fragment of the above-mentioned musical analogy 
presented in the “Afterword”, which says how the supreme “One” sent different kinds in order to 
find varieties in one and the same thing (Melikishvili, 1999: 211). 

At the end of the musical analogy Petritsi reminds the readers of the resemblance of all the 
creations to the “One” and advises them to peer into, i.e. look very attentively at, the question under 
discussion from the viewpoint of geometry. The sphere of geometry is not discussed in the given 
chapter. It is discussed thoroughly and at some length in the “Afterword” to the composition to- 
gether with the “numbers” and “musical harmony” (samusoi), and, among them in connection with 
the samusoi occurring as a trinity: How can Petritsi’s final two phrases at the end of the musical 
analogy be understood? How can the modes named as “ruining the soul”, “the sun”, “Cronus” and 
“Aphrodite” correspond to the resemblance to the image of “the One?” Why does he still refer to 
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geometry? Can it be that the philosopher indicates some concrete kind of music when mentioning 
geometry? 

This is how Ioane Petritsi expresses his opinion about geometry in the “Afterword”, “Neither 
geometry or arithmetics is alien to our Paradise when it is said about the Trinity, that... In Your 
light we saw the light in the Son through the Holy Ghost’. For this geometry also considers three as 
the very first and forms two from one; the dot, when continued, forms a line, which is its son; and 
if the line is extended (which is a surface without depth) all other figures (nakueti) and structures 
(shedgmuleba) can be constructed, as this first triangle is formed of the figures and all other figures 
and forms result from those three causes, the same as all creations are made by the Supreme Holy 
Trinity (Melikishvili, 1999: 209-210). 

Thus, in the fragment, cited above, Petritsi mentions harmony (samusoi), numbers (ritskhu- 
ni) and geometry (samzomloi) together and characterizes them as the sources, never alien to our 
Paradise, which occur as a trinity. Petritsi speaks of the line extending from the dot and the figures 
constructed by the latter, of which first of all he mentions the triangle. Why is it that of all the figures 
the triangle is the first the Georgian thinker refers to at the end of the musical parallel? May it be that 
in geometry the unity of separate parts is most vivid in the constructed one? How correct may be the 
idea of considering Petritsi’s reasoning in connection with geometry as a reference to the concrete 
national musical model indicating the triune supreme?! 

In geometry the triangle — the first geometrical structure, the first geometrical harmony, con- 
sisting of three angles and three lines - is a perfect geometrical integrity, which, in my opinion both 
structurally and figuratively better corresponds to the unity of the mzakhri, zhiri, bami (the lead 
voice, the second voice, the low-pitched voice) than to the Greek mode also united by three basic 
tones (Nita, Ipatoy, Messa), which do not occur simultaneously; it is a musical integrity which is 
linear, expanding horizontally. 


Conclusion 

Ioane Petritsi says that in order to reason correctly and come to correct conclusions it is neces- 
sary to take into consideration three conditions, such as logical thinking, the ability to comprehend, 
to feel intuitively and most significantly to take into account the religious and cultural experience 
of many nations. It is impossible to understand and evaluate the musical aesthetics presented in the 
“Interpretation” without Petritsi’s above-mentioned approach (Petritsi, 1937: 220). 

The universe presented by Petritsi is a reflection of “the One” represented by the trinity. Ev- 
erything that is created exists in the world and occurs in the trinity. Petritsi’s view is also a trinity. 
His approach to the trinity is present in his musical reasoning as well. He sees any musical harmony 
through this attitude. Here, too, he looks for existence and occurrence in the trinity and finds them. 
In the case of Greek music they are the modes of different moods, accordingly of different kinds 
united by “Nita”, “Ipatoy” and “Messa’, in other cases they are the musical harmony closer to ge- 
ometry and the image of the Supreme One by their mode. 

On the basis of the musical analogy of the second chapter of Petritsi’s “Interpretation” I sug- 
gest that in his work Georgian and Antique music met each other at a definite stage of their de- 
velopment as those revealing their national originality, the musical forms covering different kinds 
of music; it is quite another question from the viewpoint of musical perfection what direction the 
Georgian thinker’s views took: what was his choice. 
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Notes 


' The above composition is Proclus’ “Theological Correlations” translated into Georgian and supplied 
with commentaries by Ioane Petritsi in the twelfth century. In the present paper the work will be re- 
ferred to in the abridged form, as “Interpretation” 
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? Samusikelota rtvata means musical modes, musical harmony. The expressions “rtva”, “rtvani”, “mor- 
tuleba” are notions corresponding to the general philosophical category — harmony, used extensively 
by Petritsi in his reasoning. The notion “mortuleba” has two meanings in the “Interpretation:” a) de- 
noting harmony, (mode) in general and b) in connection with music it expresses all kinds of musical 
harmony, besides that it means the way of Georgian musical thinking, multi-part singing (polyphony), 
in essence different from the Greek understanding of harmony 


3] think that D. Melikishvili’s translation of the second chapter of the “Interpretation”, concerning the 
musical analogy, into the new Georgian does not exactly correspond to Petritsi’s text. The meaning of 
the term “mortulebi” is not paid due attention. Instead of “mavltoi khmai” in the new Georgian text the 
word “disharmonious” is used; the word “zedamomartebulni” is explained as “created artificially”. In 
my opinion the meanings should be specified 


: Seeing (khedva) in Petritsi’s vocabulary means the ability of figurative, intuitive (“tchvreta’”’) cognition. 
It is “khedva” that Ioane Petritsi gives preference to in the process of cognition 


> The term guari in Petritsi’s vocabulary is explained as a species, a variety, a means to differentiate 
between, various kinds, “by means of species the various aspects of life are revealed” (Nutsubidze, 
Sh. 1937: LXII) 


99 66 


° In the “Interpretation” many kinds of mortuleba (harmony) occur: “natural harmony”, “harmony of 
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creatures”, “harmony of numbers”, “celestial harmony”, “corporal harmony” and so on 
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OMOLNGNILN Vo 8aMBILNILN AIDLNAJO 


TRADITIONAL AND PROFESSIONAL MUSIC 


49] 


GIGISNS SISONIBN 
(6MAH3S5&05) 


BNABAMANL IVIGIIESISN IOLNGSNIM bINM3EIS59dN: 
N3O6 INSIGNKR-HMEI3MBNL (1880-1960) LSVMMSISNSEM 6969M9MI398N 


gb 6933930 brMg0Gayqe~m sHmggboy~ AgbogomyAM bgmmM3Z69d0b9 bmMM3ZeGoqjmo 
RQmemgemmMHab gogmgbab dgbobgds0 wos BmygyboMgdyemne gMHa-ghan dbad3gbgemmg3ebo 3md- 
8MbAG®MMabL — 0396 doGJ8oh-MAmbgyamgob 6069MImgd9db9. 030 ~Condsee 99-19 boy j3qbob 
dabyQMAmb wo [bmMgMMmd~@s 49-20 Loygnbob Ago Bergddo, g9gMMmdabomg0b Imgmgom] 
bsboda. dog Goha qIG®gboe Aqdomdes bmMygoGoab eobogmgm bsba~do, ab&Moob g9- 
aombdo. 

aL&Mas BoMdmo~@gg6b seEMosGogob Beagab y3g9mo0bQ wow bsbgZ0M3y6dyemb, Ieog- 
S9M MSL seEMosHajzob m0zbg, HMagbGgbs Eo ygoMbgMob yxyMgqdb drmob. ob bod Jggy- 
bob — bmMgZo0Goob, Leomggbosbs Es aGsemosb g3qmgbab, (36mdo~mos HyMobdom ws 
JEA@SMa ALAMMaam. Lobgmbmregds Imd~absMymMdb BobHMob o~moMayma &mdo~@ob. od 
oegamMb Lbgo@obb30 EMmb JoMms3@bg76: wWobsgmgm Mmdab od3gMo0, ammMgd0, s~dm- 
bogmga Mmdab ad3gMos, s3g9MgJd0, 396g(300b MgbL8Iqdmogo, ogbGMoob od8gMo0, bodm- 
mgmbo; dabo bobomo g34yM3Z6mMes Iyo Longybggdob bmMgo8oa0b bLodgamb. 1814 bgmb 
HIMABMMos 33093 ogbGMoob DJdsMnggmmdob 439d odymaxgdmeo, Ms(3 1919 Berod- 
09, oghSMo-ybamMgmab ad38gMoob wodmsdeg asaMdgmes, Mab dzIwega0~@(3 Mga0mbo 
aG®omosb g0~@09(30. 1945 Bgmb, dgmMg dbog@mom mdobs wo dmagMa sbGogodabsqmo 
ImdMHomdab dadega, bobggoM3y6dqymob daMamseo bobag~mo sbgdboMgdyem0 obs oyam- 
bLemogaab dogm. GMaghGyb dodegdsM 7 HMaG®MMos 0% ymoamos sbhgdbomgdqjmo 1954 
Bemsdeog. Ergobsagab, HMaGMMoab qdg®gbrdo bmMgoGoob yaqymgbomgdso. 

0396 dsGgGoB-Gmbyamgo ~wondse@s 1880 Beob 10 sdGo~mb, Gmbygado (bme geo 
396 G930, MHagg30b Jobemdmse, bMMHZ9G 9). 030 sbbog~mne@s abLAMoob Mygombab IMsgoe~m 
Coddobs od B9Go9Ms Jomo do. gobbogqamMgdom EsobSHyMgbLgdqQema ayr G®Mowai3oyjemo bod- 
agMam, Mmdgma3 ynggm Laggmda aosbbbge39dqm0 aym. dob wonbym SHMowa3oyemo 
Agbogab bobyabgdob, LAMyAJI®ymobs wos ymoaoda doba gsdmygbgd0b 33gemg30. Indom- 
do dgby3g0Go 1919 Bgmb, Mmr39 oGocmayMa oMdos dgdmogms ob&Moab Mgaombdo ws 
0g0 adymgdqemo gobew@s, aowobymoym boaMgddo. JoG Hoo of mM Bemob Dobdo~my 
LEogemmde@o ymd8mba309b sgo@gdasdo, Bmmyga@mmMob gJb38gMGBb, BAmgagbLMM BMsby—m 
wenasbmsb. Imagnsbydom (Igmm9 ILogymom mdob w@sbMjm9d0909), 230 36mgMmde@s 
dgmaMseodo, bsaMgddo, dgdeEga, jo gob CodMybeo Moayg3odo. 

J9GJGoRds Mogobo 36mgMgQdo0 ab&Maabs Eo Iodegd0M] gybdyemgdob BmmygemMmb 
daqdmgbs. 020 Ima dbsqMmde@s, obgMES IZmM@NDgdb, LOog~mmdes. obHyMZ0emgdb Co dom 
QAMaGMHWsdIM ja~egoyemgoob (oqromiog. 1). 

aALSMoab BmmygmmMymoa Agmmeagdab Loayqmesayonm dgbbsgmab dgdega, IoG e- 
ahds gsdm3ym 2 doMome@o S80: A @o B. 


Agemeaab A Gado 47RMHM agosbeEgmo, dJgIMbsbyemne bobg3oMy3~qbdqmmob (3968Mo- 
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mM Boboerdo ~o BsMdmeagbamos Hgd3gMoMy{dyemo OMBo(300m. ob, AggyyemgdMng, od- 
MgMQd0 MMH bdsdo. dsmo~m bdob 84300 ,,63Mo~@mo0", bream wodsmb — ,dLbg0m@0". Agemeo0s 
dosyo3b ,63M0~m" bdob. ,63M0e@0" bdob dobogmob dgdega, mMo bdo ImdMoemdb 89Ms~g- 
mama &yM3agdaM 96 LadbSJdom Es sdasgMgdb yoobmb%5 (gM (30gd0b 4996393900), 
36 Mm Gog0b]9 (badbGgdom ImdMomdob eEMmb) (dog. 1). MMbIns6 Lodegmobmsb gMase, 
oMbobadbsg09 mMbdosba dgbMyAmgd0 bLodgemsd]9, HMseEa3ogm oMsGgISgMaMyd4Yem, 
8Mdmab Hadsob, mMMdog ARobodgM bo3Mog3b]J. qy{MOg96 By3go0moe@, HyM(30gd0Ms wo bg- 
JL&gd0m, MmamH%3 IegMosb es bdgdbo(3 9b939 qome@gdg6 — 63mm" wo ,,dbL630m@0" 
(oQeoomdog. 2). 

Agemmeaab B Has oMoGJI3ZgMoMydyem Bymdodos ws 93 gMao fobgMag~mn bmo 
36 Aggbsdsdgdo MgomyH yogmo~@mdob (Jog. 2). gb Gods0 omdmAgbae, odbo ob&Moab 
@ob6sMh96 boboerdo. ab dog344MgZbgdo oMoGJdI3gMaMgdyer Agbogob, bows3, dog.: GyM(309 
F-As yogmb, Gmamm3 w@agdbo, Jodob MmEZ9 Hy9M(309 F-As b MmamM3 sg9dmeEo, Mse@gaob 
Bo GqMomaMa GgM(300 Low@ms;3 As-bo @s As b -b dmmoab yogmb. 

gb asbbogqmMydam dgbodhbg300 dg~mmenank domom 439%9ddo0 (GoJo 5) As—Ces, 
Mob aodm3 MagmdgbeEgd4qyemn0, ~oabgMmmb As—Ces b (Joa. 3). 

J9GJGoRds Joqmoams IAgemmeagdob wodobsbosmgdgm wobMyemgd0bg, bows3 dobo 
Babg30M0 Bmbam fodmeab es Aghegds doMamsed jommb Agbsdg boy _bqmMb5. od 
Z2@obbb 0,0 BMagoq@mb qoregdb. 

A §a80b dgmmensdo gb 3o@obbo dzogome@ fobb, bmam B Godsob Igmmens LHym- 
—g9dd gom~mb Agbod9 boyg_bqMmb) Cs &yM309 (49d(30%9d-9em0 — wabmbsbbymo jo~mb 
309m) qbobmbdo Byeogds. 

ab&®Moab FmbsmyMo Lob&gdIo adbobyMmy{ob L3g30smyM gobbamgeb. 30e@M] bmao- 
JMad AgMMABagmbo gBaJMmd~es, MMI s~momb Bodob dogM aosbgamsMgdyem0 Jgmobgeo- 
AMMO GB J6ago 30M|0 dogbgds aym, Lbgobo (3e@a~mmdebyb, ob&Maymo dsagmemMogaa 
gMa-gMao bLoggemgbom jog~mb gBoMam@mgddo drgqi300M. gHoIs 8MHmgyg_bMMds go Joaab- 
HMs6GHdm06 abaiz se@bodbs, md bombo abS®Mosdo LozdsMabseE aobgamsMgdyem0 of 
Mob, md Jom (349@0 LIAS oJ4gm ws oMosbEMMose@ dJeagMasb. s~mamb Bods Mog0e@ gbo- 
Boo mdegagomes Igmmbg@GMbyjMH MAMMosb Ed SddMdEo, MMd ANbags g3~qmgzb6ob 3/7 wo 
6/7 ®rboemgm bob&gdob (ga@gmdoQ. 1). 

Msd@ 96099 Berob g3gmg30b d9de@ga, (1909-1925), JoGjGohds aobbodm3ms mambo 
gZobbbg039dqem0 Lamas: mmo Lobyobo Bodo A ws B asdmygb6gdqem0 aym mobo dagMomMo- 
gob gomamgddo (dog. 4). 

I. G80 A, Em doymMab Mam dob HpIsgMaM|dqmo Sg JboJmMen, obygdo e-q@ob: E, 
F, G, A, H, C 

Il. No. 1 oem@®gMoMgdxyem0 V-am. daghMommMoaol boggbyMgdn: E, F, G, A, B, C. 

Il. No. 1 oem &gMaMmgdoqemo IV-am ~@o V-om. dagmomMoagoab boggbyMgdn: E, F, G, As, 
BG 

IV. G®o80 B, No 1 dagmoemmoaal IV,V e@o VI boegbqMgd0b oem &9Mo(3000: E, F, G, As, 
B, Ces 

8od0 V mMdsgo oem&gMo(300m: E, F,G,Ab b,Hb b,Cb b doRbgy~ ofo6s bm&gd0m 
domasb Mayme Bobogombse wo, ob939, docmosb wCabmbaMgdqms@ IM 8o8qMsdo ao- 
Imboygbgdcmoe. 

mobo dagmMsmMogal Lab&gdIo Lodyomgdsb sdemggh Aygbogmbgdb, Imobenbmb mMoa- 


QMmyZemmMab gmgdg6G jd0 Aybogo~myM byemmgbgdsdn: 
0306 d9G GoH-Mmbyamgob (1880-1960) Loam 8 3006 BsboMImg|dgd0 493 


absmynMa Agmmenab godbs(300 Ed (~Es0(3396 Aybogs aoJHmdabogeb. AgbozoemAMo 
AMsea3aob fobgMab J9d3gq9mMd0M, DoH Q8oho RoJHmdes, MHmd 9.6. ,doMd9MMbL9d0b bad- 
MgMo" dom o8MgZn@d Mogab osegomb ggMmMdqQm BymMByModo. dob, ob939, wCoaza8mge 
dsagMsnMagob oMdmbods3oab DJoasmomo ws smbadbs, MMI gmobogqMds 8HmaMgbdo jo 
dH NEES BoESHoMMb, sMsdg@ bobo yoo goybgob ®Moea3oyemesb (Jog. 5). 


0396 dsGgGoh-MAmbyamgab b3y3mMGB 8056—m bsbsMImgdgd0 

JoG J Goo Cool MAbLgdyQema oym Bodob Igmombgjo@SmbyMa &gJoogom, Joamod bob- 
LHgdab qJmbeomdab godm 39M aobsaMmdm 330793960, Mob aodm3 Jobo boymMBy800bm 
Mb6dyemg_d9d0 LozdomeE AmgMdomgdqmmos. BMdI38MbaZagdabL WIIHgLMdo wodyoMygdeemos 
8089 A, Mo~@asb a30 7RMHM seEgamo godmboygbgdgmos HmboemymM bobSgdodo. dageno 
BoboMdegdo GMseagayema BmmygammMab badsb-mgabydgdamos smdggeomo. goMe@e Agdb 
dog asbba~mymo bobsMdmgdobs, JoGgGHohb dgJdbomo ofgh Moan dmgmg wo sw@gomoa 
BMI8BMdBa3agd0bs, QIGHgbo@ wobgMama bLohydMo~ o6 do~emagMyd0b bodbse, mxsbo- 
bo @o AgamdMgdabomgab. aboba asdm{ggybgdqemos, MmamM3 (3agma, Lobgembmrmegdam 
»09303900b Lobsmamo". 


ab®Garyenn boavyngs (Istarka Suita) 

ceobyMagmas 1948-1949 bengdda, HmammM3 Agbo3o Bo~mdabomBgab. 8oM3qemoe dgobMxy- 
ms 809bab8ds geo GyMdmgohds Goygjodo, 1979 Bgmb. dgwagds mambo bsbag~mabasb ws 
dobdo smbgMa~mos MdobdgI@amdo ab&Moob ym3agmemoyMo (36M3MQd0. 


Bsbaemo |. 63950 839596 beoogenb (oxyoomdog. 3.1) sob (363909009, MmdIgemoo 
oMbgdmdo Mgaambdo om s3amgdagmos, aosbbogyoM dom, bgbabs wes Imbogemob Imbobg390. 
3MI38Mda(308 330f396gdb Bbmggmgdob ddodg bobLoomb (Joa. 6). 

dgmMg wo Agbodg bobagmgdn 993qQdbgd0 38m3yemoMy~m Jgmmengdb wo Abaogbgdob 
d0gM5369db ,63mMomab“ Eo ,dLb3a~ab* Lodmgmoboob. 


BsBoema Il. ddmens/05dM-96935 abGMasdo (j~@0Mdsg. 3.2). 3mMd3MBayos JgdyoM|d9 
(396GMoemqMo obSMoob ImdsqmoMymo bLodegmab OMmds BMo0~MgSL OL M05d0 8sbab 
(doa. Zo). 


66am Ill. 6963 3d0/emaGazycmo Agenmeons (oxyoomioa. 3.3) daoagmbgdqmoo 3m3qmo- 
Myo Lodegmam Ime@a, M390 bo@mMa. ob abygd9 gMa bdsdo MMBoJGo06o0 dobogmom, 
ad libitum @s rubato. do 8o30 Igd(30Mgdyer0 B39MBob 6 dabmMymo GB M300b LoMogo 
ImdMomdam Eoddo~ dobMMye~m bajzybeEodb] aZb~gdo DoH 8ohab 93H gmgomyM bobom- 
dmgddo (dog. 73). 


Bsbagma IV. gMoinsbmds ImdHsmdsdo/ bsdgcamgashe badag%s cs Is%do (sy~c@0mMds9,. 
3.4) OYMQBd MMH dmb533g9MS@, Low@o(3 8aMZgEmo, EsdobsbLosmgdgema LgadLHmmgdom obegob 
bodgemob adoSaMgdob, bream IgmM] doMdoas, boembamo Lodegmob (Ive mows, wears the 
glows) (5d-4d0399, MmMAQ@a’Z HMI@O03ONE (393306 — doemypb6b Amagoambydb (doa. 8, 8o, 
8d). 
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6960-6960 (oeonmdog. 4) 

woobgMs 1949 Bgemb, dagdmg3bs gmd38mboG®mMab gJodb wos gdyoMgd9 GHMow@ai3o0qjm 
Bobob GaJGHb Logo boGy3qd0g. obygd0, MmamMH’3 moMagymo Bagbo, dogMsd dga303b ~o- 
dM03 Cabmbosbbb. abMoqmo dobsboomgdemgdob aoMes, Lym dmemmb, go~@obbbs es dob 
390d6y398ob drmoab ob ayg6gdb dagm@mbas6 aodob (Joa. 9). 


BaGgdab bseoado (s4@0mMdg. 5) 

c@oobgMs 1933 Bge~b, gdmgb6gd0 B8osbob& Joos J®Mioo-soMog0hb. 7Qxydbqdo HMowo- 
(309M (393306 — Gobog{b. GHobsgo AJomMo MaGIQmo (393390, Bgbob bdoMn dso3j6omse we 
LOMogQ0, BHa_mo AmdMHomdgdom. sd0GMd0(3, 8agbs L6H0qQ Hgd3doo, 493M 94(3g96G ome 
Od Z0MHYQMoymo 8oboyon (doa. 10). 

mMbdasbo Lod~mgMs Iago 8agbob dobdamdgs b9MIMeEgg6oma, dgG8gbo~e, 89Mm~g- 
myMo &9%(309d00 (GoJo 22), Amdemgd0(3 By~@gdo qoabmbdo, 06 aow@o@oab badbGodo ws 
49993, M4 Go30d0. 


cob 336s: 

0 8MMAIGob MsgZ~eo80M3gqem0 A~ JS OYM (36mMdo~ma bMMZ0Go ymd3mbaGMMJd0b 
dgdmMJIg{egd9dO QMEzermMyemo gemgdgbGgd0b godmygbgdab dgobbsgm@mo. do~mosb doemg 
SMIMAGEs, Med bo33gmg30 Lojgomba odeEgbs@ RoMams, Mmd dondmgdgemos Jobo gM 
ImbLybgdodo Am|(3930. LMMZg9Goqma ab Mas Eo Jobo Qmmz~mmMa do~mosb IeEow@oMos 
Go Jgydemgdgemoo 9d 430%] CEMMdo Jobo LHAmMyMeRnmos@ gobbamgo. LogoMr oym 33- 
mg30b d9dImaoMag3m@mo, Modai3 9g ~sdgbdoMs ob VoJGo, MmMd abLSMasdo 30d0MeEgdme@0. 

300M] EsboMAgbo 3mMd8MbaGMMyd0 (3@0m~mmMd~@6y6, Mogab bsboMdmgdgddo asdmgy- 
Jogdobsm sMbydyema QmmygemmMymo Age~mmengdo, Io yGHohds dommme dg~mmengdab 
Robgmob abom dodemm, dg94dbo Ingmo bob&gdo. Lobo~mobm momMadobmeb (gmomad- 
Ba@o xXIMH bMMZ5Goqjmoe@, Mow@asb doS Boho BaMes d3q@ j6ob9) Cd HMos@a(30qjmo 
Bgb-Aggyengdgdobs eo bo3Moggd0b aosbbobegMsbmsb gMmoe@, agosbbo3qmMgd0m bLoob&- 
gMgbr oy ahggycm wabmbosbbydmsb ws sMoGgdI8QMaM|dQE Ag~meagdmsb qMongh- 
amdob goder3~@omgdo. dg 4930(36md0g9M]g, MMI od 3obageb Agdo yremgagdaboaeb6 bojdome 
ZoobLb6go039dyemse@ 9304300, Jaybg@o30e@ adobo, md Lbgqdob dbasgbse, 99(3 3emoebogx- 
Mo@ gobgMabamo Agnbajzmbyd0 30M. 

M0906 JoGjHoho 39e0aMg073 yr, Job LoymMHg8096— mbb’qemgdgdb wenws4803%)- 
Ho Edbadbyenqdai3_9gb. 3rmd38MbBo®MMab dobsbo ayr sbomacsbMeas Iybogmbydobomgab 
gb6ogemgdnbs QmmygemmMama dg~mmenagdab niggyomm ob&yMgoemgQd0b aodmygbgdo, md 
BdIBoMamMggdabs domo (3MEbs ~Wodobobosmgdgem0 Cabmbosbbydab dgbobgd Es SHMo@o- 
(308 3M 3boema Lobo dggboMAxyybgdnbs dmdogoema Moemdabsmgoab. Jgademgdo omgob, md 
Zbs, AMAQGMA’Z 39633~) DoH JGohob Aagbogob dmbdagbabob eo godmr3~@omgds, MMIge@A(3 
dago@g dobo Agbogob bL3g(30go39do aoMyZgg30bsb, IgGy3gergob dobo bsbsMmMdmg|dgdo0b bo- 
(3 36emabyboMa0bmd0%9. 


RQMmyemmmMab gongdg6G d0 Ayqbogo~myM boemmgb6gdsdn: 
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1. §0M%56 30609 — sbMyemgd96 Bomy JMLGoboRo Es ambod IsMofohn, AobgMagns L&oMs d0d30do, 3%76- 
dma 3M, bmM3Z0800, 1995 


2. bmdgens — 139396 0306 Moe@oha ws 0306 3930Roh aggommahg3o, RobyMagmos amb &0bos3do, emdmo- 
bo, gybdjemo 33, bMMB0G00, 1995 


3. abGGayqa@o bLoynGs — 0396 IG Goh-MAmbyamgab bLoy\mMSHg8006bm bobsMdmgdgdo0, sbMyemydb 
AIM Jb B4gMMBZ0. RobgMamos MyGHaQMbob ~bagqMboG J Hdo. boysMyj6b3030, odd. 2011, JoMBo: 


3.1. bs gS0 839696 bogganrb; 

3.2. dMHdmems/OsdMyVbgd9 abL&Moodo; 

3.3. d0693d0/mamoagamo IgemmoN0; 

3.4. gAmosbds ImdMsmdsdo/w@amoab LodagMs eo IoMdo 


4. bobs — sbMymgdb GMb 3493MMgZ0, RobgMamoas MyGHagMbob qjbo39MboG]J8do. boy-dMybb3030, 
odd. 2011, dsmBo 
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ydMyj6b3030, odd. 2011, domeo 
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TEREZIJA CUKROV 
(CROATIA) 


FOLK ELEMENTS IN ART MUSIC: 
PIANO WORKS BY IVAN MATETIC-RONJGOV (1880-1960) 


This paper is about the influence of Croatian folklore on Croatian art music and focuses on 
works by one of the most significant composers of the genre: Ivan Mateti¢-Ronjgov. Born at the 
end of the 19th century, lived through the middle of the 20th century, a turbulent time in Europe. 
Mateti¢ worked mostly in the western part of Croatia the region called Istria. 

Istria is the largest peninsula in the Adriatic Sea located at the head of the Adriatic between 
the Gulf of Trieste and the Bay of Kvarner. It is shared by three countries: Croatia, Slovenia, and 
Italy. It is known for tourism and its rich history. The name is derived from the Illyrian tribe of 
Histri and the area was ruled by the Western Roman Empire, Goths, Eastern Roman Empire, Avars, 
Venetian Republic, Austrian Empire, Napoleon and part of it belonged to the Medieval Croatian 
Kingdom. In 1814 the area was again under the Austrian government until 1919, the dissolution of 
the Austro-Hungarian Empire when the region was given to Italy. In 1945, after WWII and a strong 
antifascist movement, a major part of the peninsula was annexed to Yugoslavia. The area around 
Trieste was not annexed until 1954. Nowadays, most of the territory belongs to Croatia. 

Ivan Matetic-Ronjgov was born in Ronjgi (a village in Kastav, near Rijeka, Croatia) on April 
10th, 1880. He taught in many of the villages and small towns in the Istrian region and was espe- 
cially interested in the traditional singing that varied from village to village. He began researching 
about its origin, structure, and usage. His work was interrupted in 1919, when the Italian army 
invaded the Istrian region and he was forced to move to Zagreb where he spent two years studying 
composition at the Academy with an expert on folklore, Professor Franjo Dugan. 

Later, he lived in Belgrade (until the end of ww2), Zagreb, and moved back to Rijeka. 

Mateti¢ dedicated his life to the folklore of Istria and the surrounding islands. He travelled 
around, writing down and recording the melodies, studying intervals and their relations (audio ex. 


ky, 


Istrian Scale 

After careful research of Istrian folklore melodies, Mateti¢ abstracted two basic types: A and 
B. 

Type A is older, preserved in the central part of the peninsula and it is presentable in a tem- 
pered notation. It is usually sung by two voices, the higher voice called “thin” and the lower voice 
called “thick”. The tune is introduced by the “thin” voice. After the entrance of the “thick” voice, 
the two voices move in parallel thirds or sixths, ending on a unison (if thirds) or an octave (if sixths) 
(ex. 1). 

Besides two part singing, important is the two part playing, also called “thin” and “thick”, 
usually presented by Sope/a (traditional, non-tempered instrument, double reed, similar to oboe, 
play in pairs, 3rds or 6ths as singing) (audio ex. 2). 
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Type B was found in all other parts of Istria. It is not tempered and none of the written notes 
correspond to the actual tune (ex. 2). For example, the third F-A flat sounds sharp while the third 
F-A double flat sounds flat, as the natural third sits somewhere between A flat and A double flat. 
This is especially obvious at the highest point of the melody (measure 5) A flat — C flat that was 
often suggested to be written as A flat — C double flat (ex. 3). 

Mateti¢ pointed out their characteristic ending where the bass descends by a semitone, ending 
on the third scale degree in relation to the initial key (for example F—E in C major) and called it 
Phrygian cadence. 

In melody of type A, this ending is clear. 

In melody of type B, because of the ending on the third scale degree and the resolution from a 
third (diminished because of dissonant tune) to unison, Mateti¢ calls it Phrygian. 

The Istrian tonal system provoked arguments. While some of theorists thought quarter tone 
technique developed by Alois Haba was a good solution, others tried to put the scale in one of the 
church modes. One of the professors at MA said that people in Istria are not cultured enough, have 
bad ear and sing wrong. Alois Haba himself disagreed with quarter tone theory saying the music 
belongs to 3/7 and 6/7 tonal system (video ex. 1). 

After several years of research (1909 — 1925), Mateti¢ defined four different series. The two 
initial types A and B were expended into four usable scales (ex. 4): 

I. Type A, almost tempered hexachord of C major, starting from e: E, F, G, A, B, C 

II. No. 1 with altered V. scale degree: E, F, G, A, B flat, C 

II. No. 1 with altered IV. And V. scale degrees: E, F, G, A flat, B flat, C 

IV. Type B, no. | with altered IV, V and VI scale degree: E, F, G, A flat, B flat, C flat 

Type V with double alterations: E, F, G, A double flat, B double flat, C double flat was con- 
sidered too complicated to read and too dissonant to sing while using a score. 

The system of 4 scales allowed musicians to write a record of the original melody and save 
the music from disappearing. With the musical tradition documented, Mateti¢ believed the motives 
from the so called “barbarian singing” would very soon find their way to the European cultural 
world. 

He also left an example about harmonization of the scale, pointing out that the classical pro- 
gression should not cover but emphasize traditional ones (ex. 5). 


Piano Works by Ivan Mateti¢é-Ronjgov 

Mateti¢ was interested in Haba’s quarter tone piano but the lack of funds didn’t allow him 
further research and his piano opus remained rather modest. Most of the compositions are based 
on scale shown as type A, since it is the easiest to use in a tempered system. All of the works show 
characteristics of traditional folklore. Besides the works that are discussed, Matetic left a number 
of short and easy compositions, written mostly for family and friends as a gift or a sign of appreci- 
ation. The whole opus was published as one cycle called Djecje radosti (Children’s joy). 


Istarka Suitte (Istrian Suite) 

Written between 1948 and 1949 the cycle was originally meant as film music. It was pre- 
miered in Rijeka in 1979 by pianist Edi Terbovc. The suite contains four movements that describe 
everyday life in post war Istria. 

Movement 1. Oxen are leaving the village (audio ex. 3) is about the animal that became 
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unavoidable in the region, especially used for plowing and pulling weight. The composition shows 
animal’s heavy character (ex. 6 ). 

Movements II and III are based on popular tunes and resemble the thin and thick. 

Movement 2. U ofenzivu/ povratak u Istru (To the Battle/ Return to Istria) (audio ex. 3.2) is 
based on a motive from a popular song from central Istria (town Zminj) U Istri se zastava razvila 
(Flag unfolds in Istria) (ex. 7a). 

Movement 3. U logoru/ Melodija lirskog nastrojenja (In the camp/ Lyric Melody) (audio 
ex. 3.3) was inspired by a popular song Aj spravljaj se (Come on, get ready). It starts with a single 
voice two measure introduction, ad libitum and rubato. The motive within the range of a diminished 
fourth, or a minor third with a quick move to lower minor second, can be found in many vocal 
works by Mateti¢ (ex. 7b). 

Movement 4. Odred u pokretu/ Mantinjada i koracénica (Unit on the Move/Morning Song 
and March) (audio ex. 3.4) is divided in two parts where the first part imitates Sopele, with a char- 
acteristic sextuplet (that functions as fanfare) and the second is march, the arrangement of folklor 
song [ve kosi, rukavice nosi (Ive mows, wears the glows), resembling traditional dance called Balun 
(ex. 8, 8a, 8b). 


Nani-Nani, Uspavanka (Lullaby) (audio ex. 4) 

This piece, written in 1949 was dedicated to the composer’s doctor Vinko Panc and is based on 
a traditional Lullaby upon a popular text. It starts as a lyric piece but brings in a lot of dissonances. 

Besides Istrian characteristics, at the very end, between the cadence and the resolution it 
brings in a whole tone scale (ex. 9). 


TIC JI PIR (Bird’s Feast) (audio ex. 5) 

Written in 1933, dedicated to pianist Marija Streaj-Paravi¢, The Bird’s Feast is considered the 
most demanding of Matetic’s piano works and is the only one that has become standard repertoire 
for students. It is based on traditional dance called Tanac. Tanac is a fast, rhythmic dance with a lot 
of stomping and spinning, therefore it is fast, with a lot of accents and virtuoso passages (ex. 10). 

The two part singing is present throughout the piece, most of the time in parallel thirds (m.22) 
that resolve in unison, or inverted to sixths that will move to an octave. 


Conclusion: 

The initial idea of this project was to explore the usage of folklore elements among the most 
prominent Croatian composers. Very soon it was obvious the topic was too wide to be covered in a 
single lecture. I had to admit that Croatian history with folklore as its consequence is too rich and 
I could not accomplish what I had in mind. I had to narrow the research and the fact that I grew up 
in Istria helped indicate the direction. 

While the usual composer’s attempt was to incorporate the existing folklore tunes into his 
compositions, Matetic had to create a whole new system just to write the tunes down. In terms 
of the treatment of folklore elements, I found works by Mateti¢é very complex. Among the funny 
translations (first to Croatian, since Mateti¢ wrote in an old language) and descriptions of traditional 
customs and instruments, particularly interesting was the personal experience of a dissonance and 
non-tempered melodies. I realized I hear them quite differently than my coleagues, although all of 
us are classically trained musicians. 
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As Matetié was also a pedagogue, his piano works have didactic purposes. His idea was to 
train young students to get used to the odd intervals of floklore tunes, to raise the awareness of char- 
acteristic dissonances and to spread the knowledge and to keep the tradition alive from generation 
to generation. I could say that my way of hearing and experiencing the specifics in Mateti¢c’s music 
is a good example of his succesfull work. 
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Audio examples 
1. Tarankanje: sung by Mate Krstini¢ and Josip Mari¢ic, recorded in Stara BaSka, Island of Krk, 
Croatia, 1995 


2. Sopele: played by Ivan Radic¢ and Ivan Pavaéicé Jecalicev, recorded in Gostinjac, Dobrinj, Island of 
Krk, Croatia, 1995 


3. Istrian Suite. Piano compositions by Ivan Mateti¢ Ronjgov 
3.1. Oxen are leaving the village 
3.2. To the Battle / Return to Istria 
3.3. In the camp / Lyric Melody 
3.4. Unit on the Move / Morning Song and March 
4. Nani-Nani, Uspavanka (Lullaby) 
5. Ticji pir (Bird’s feast) 


3, 4, 5 played by Terezija Cukrov were recorded at the Rutgers University, New Brunswick, USA, 
March, 2011 
Video examples 


1. Ode to Joy (Beethoven) in Istrian scale, arranged by Ivan Pavaci¢é Jecali¢ev, played by Ivan Pavacié 
Jecalic¢ev and Klaudije Dunato, recorded in Dobrinj, Island of Krk, Croatia, 2013 
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dsasmmano 1. GBodIyMo Ig~mmens obSMa0@sb. God80 A 
Example 1. A typical melody from Istria, type A 


N N 1) N | P} t Ey 1] e \ 
= - a a ee at Ss Se yg {— ee #— P| i —s— 6-4 
+4— 9 o— a a i if <—i—- + == =. aon 
yt vv Vyp yu Seo Vib 
Oj di - - voj-ko, oj di-voj-ko —na-ran-¢o ru - me- ua, oj di-- voj - ko, 
N 5 s Ss ! — - 
2 SEs 2 Soe Ss Se 
a el pe 
Terr ear Tt 
na-ran-¢o ru me ---- na 


Asasmoann 2. 030 B. sMoGgdI38gMoMQdqem~m0 Agemens. RobgMa~mo Age~mmeoab 0%(3 JgMamo 
BmGo oH Jggbsdsdgdo MaoemyM dagmMob 

Example 2. Type B. Non-tempered melody. None of the written notes correspond to the actual 
tune 


es i =e . =i = aS = Pog ree perse re Pare gee ee sei ra Sea ee. 4 
© 


bvbot * bbb 
Li- pa mo-ja ro- Zi- ce, one -la Ma-Zu- ra - na, ni-na- - ne - na, © - ja- ni- na, ne-na 


Asasmoann 3. dogsmomn 2-ob 49-5 &.-ab ogGmMab dogh JgImmogobgdyem0 39M0s6Go 
Example 3. Offered by author version of the measure 5 from the example 2 


57) nee 
725-2 ==: 
Eby gay 

ta | ae | 
ni - na - - - ne 


dsasemoanann 4. doSgSoRab byoMogd0 
Example 4. Series and of Mateti¢ 
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Asasmmaann 5. doHj{HoRob dagh IMImbobj{d4ye~0 TV Lamos 
Example 5. Scale IV, harmonized by Mateti¢é 


3." Re Ee are nae er ae ee 2 
ify rp tt a > II 
| > ae: ee : 1 | a 
| 
} | : | 1} 
: ; ai 
| 7 {| 
| i the ipo | | 
| Re a : w= i oe I | | 
boyz? : —O— 1 ——— he 
a ane eae el meee een Pa aH 
| Secs Se Sas mae = = 


dsasmmanan 6. ob Moqem0 bono, I bsboe@0 
Example 6. /strian suite, movement I 


80b)60/ answer: 
2 2: 2 
ff fess 
= ee 
————— = 
Sempre marcato e ps6 
= —————— —— ee gj j | _j_,_,_| 
i= 1=T= = ¥=9=3 =o a 
© - F © y 2 id P a | 
rr ep FOF P —— 


dsasmann 7s. 0b 84040 bono, I bs6oe~o 
Example 7 a. /strian suite, movement II 


80b)60/answer: 
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III 6s6oe~0 


dsasmoaann 7 d. ob 8 G04 bono 
Example 7 b. /strian suite, movement III 


80b60/ answer: 


Ad libitum 


dsasemoann 8. ob Maqem0 Layogo, TV bsboe~mo 


Example 8. /strian suite, movement IV 


Largo(e 


8. 5) a) d068069%0~0/Mantinjada 


ia / 
bs 


(Tempo di marci 


senza Bir. 
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8. 3) b) doeny60/Balun 


6560do0 


dsasmmann 9. IngmBmboobo gsdo bob0- 
Example 9. A whole tone scale, Nani-Nani 


dsasmoann 10. fo 9d0b bs~@0do, &. 20-26 


Example 10. Bird's Feast, m. 20-26 


3 


Allegro comodo 
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565 BOTIGEIIBLIS 
(3220969000) 


8M3-LNILIMISNL IMSBONSINSEN 90M5E6INMISO, MM3MMG LOLESBAM ALON. 
JININRLMNAMBNIGEN 8HMS2I9I30, SMOIGNGINN 8ML5%6MISIdN 
99MI3 3MIHIGObL JIGMIIILISNL 99398N0IGI 


Kayggeqma bLodegmo — qoobmbyMa my IMogombdosbo, boMIms@ag6b gMa-gMm 
yggemobg demagm sMoJGogqm Agomeb AgbogomyAM ombBMesdo, Ma3 oo dome~mme 
S03d3gdMSbos {odIM(3@aM. JoMZo@oo (36mda~@a, MMI Bm~MGHo9b yreoo, Agbozob bogs 
Jqb38gM8Bdm0b gMimse, ayoenMm bLadmgmeb wag Ibod3gbg~mmdob sboggd@s. od Godel 
39MxXad0 aobba~mAma oym, MmamM3 dMhogo~m bdsda deagmab qboMab asdmdydoggd0b 
bodaoemgdo (DeVries, 2001: 24). 3ME50 493d39d0b sMBMesdo onmgb6Ha3yHo |me~3- 
mmMycmo Dobomob godmygbgdob donhbg3~@o dobsbdgbmbamo (Choksy, 1999: 16). ond- 
(385 dd~@g960d9 MobsdgEMM3Z9 8g7~@saMA0, MMAQE™A’3 CoMbANHZdqemns Logsbdobsmenye- 
mm 8Mm3gbda AMogombdosbo 8MoJHogyemo LogoMxYodmgdab LoMagdcmoosbmdodo, 9b939; 
dooh6g3b, Mmd LomsbsEmE sMobyoM{dqyem0 8md8-dgbo3ob bodmgMgd0 Jgodengdo godery- 
J6gdyem0 ofbob, MmamMH?y3 Qobgyemn 8ge@0amanqMo dobomo. adabmgab, md bLoSjo(309dG0 
3M OMdISO 3939%339H, BMb3M]Bqema dgdmb3g930 — BmeErmbgema IAmd~gMemob JoM)y 
aMmoha Gob (1945-2006) aybeabsmgob oMobyaMgdyemo bLodmgMgd0 dgodemgds asdmgo- 
y96ma, Hd EsgRz0JMeo {nm LEsgemgdnb 8Hm3gbdo 3M3qQmoMyemo Agbogob asdmygbgdob9. 

05306y49d AMAA Gob domaMogayemn Imbs(39dgdabo Eos Jobo Agbogab bsMe@agbom wo 
dmag0069d0m d9396960 dob dogm dg4dbamo ws dgbMyamgdqmo Agbogob yobMab bogamb- 
gob (dob bdoms@ 9.6. ,gmg8qmo bodegmoab“ (“sung poetry”) gyobmb do5 3790369096). gb 
Agbodemgdemmdob dmd(3gdb, Bmas@ose@ gobgaboemm Bmemagmbaab oMbygdmdo-sMoMbydmdob 
Logombo 38m8-dgbogodo. dgdw@ ga, FoMdmgoe@ag6 8Im~mmbyMHo anbeoab ,gRgMdo8eb" dagm 
oMabyaMgoyom aMOhyGBob bLodegmob, Mmdgma3 ImqmoMaAma asb~@s Jomn39 Aobob- 
gob Bys~mmdam. w@obobMaqmb, wogbg0d bogsbsdobhomgdemm dodbbgdmsb6 wogzogdoMgdoqjem 
B0M6Zb: RogMama my Ms 8md8-bodEgM]d0 AgbLazo~mNMa aobommydab 8Hm3gbdo? dg 
339MSNOMd, MHMd 8mM3-Ladag{Mgda0b Loavybem oMobyoM]dg9d0, Jgbode~me, asdmygbgd~yem0 
af6sb, MmamM3 dgbobadbsg0 Lodyomgdo Lodqbogm asbommgdab gondyxmdgbgdabomgob, 
89MdIMbaab LOogemgdobs Es YaygRqho Aqdomdab Aggq3g9d0b aodmbodqdsggdmoe@, obo~m- 
ZdMeEgdab s3gqmByMs(300b dobbam wo o.d. 


9993 AMOAYG> cs Jabn dqdmJdq~@gd9 — Imgeng ~sbsbasmgds 

d0MIB AMOAQGBo omgem|ds (1945-2006) 8MMMbYMa IMqmMosMAma Agbogob gMa- 
JMn y3gcmob] MMoagaboemyM oMBobSow: ob oy ImdmgMomo, bLodImgmMgdab o38mMo, 
BMI8BMBABMMoa, Ed, 96939, bogymomMo LoImgMgdab GyJLHgdob ogGmrMa. aMghyGob ow- 
Z0EMSO SIMA(36Md~EQOM, MMaMM(3 Mogabo Emadbgdob MMagabsemyMa 068 943%] 8o(3000, 
06939, 8MemmbyMha Amds6Hogqma ws MobsdgEMMZ9 8mgbaob sbemgdqnMHa Bsgambgom. 
gMgahy®se mogob ymd3mba309ddo sgMansbygd@o0 Imbobs39 Mmgb, Ire gMb-xobb wo, od 
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QMML, 9H Yagergsg~myMYas gaboygh eo yeabogg gogdghGgdb. dogogeogoe ymdg- 
BabGyM 8membgado damboyenn dbodg6gemmg96o FsMdsG dobo, AMAA Go msb999E%M39- 
mdab daMamosg@o dadsmaymydab (8m3-8-qbo30b) domds eEoMfs, dabo damby3960 jemsbog0- 
(3OMJdQEM0, HMaMMH(3 IJyoemgenMo 3msbo Eo BAM gbLayYE bLo3Md38MbBoG®mMMHAM bLHo~b 
dommoab. 

dogbg@s30@ adobs, Mmd aMahyGo BdIMbAda, smdmbogmgm Ime~mbgomob so8oMo 
8AMBZAL3Oq\EM Jomo da Wosndseo, Jobo BMMegbLayemo (3bmMgMAQd0 Yrggmasab 3Mo3mM3006 
OYM CdgZ03dOM|dqema, Lo~s(3 030 oMJoH IGqQMob LEsgmmdes 8memG 460349 qbo3qh- 
LoGg8do eo boe@o(3 doh 3Md3MB0 HMM 096 306Ho 893~myjdI3930RM6 gMmoe (esd. 1942) 
1967 Bomb wosssMbs 3960%9, Lobgmoe@ obsge! (bam. 1). gaqgo, Gmdemoab bo3%Qd0b 
QdJZGgLMd9 BMogmgob qbaggMboG® Gob LSqweg6Gyd0 ayz6g6, qImogMgboe@ sbMymgd- 
Cd (36mMda~mo BMeEMbgmn 8mMg8B d0b ~adbgdb Agbogo~ymo (dsm dmmob, 3ensbo3¢9%0) 
bo3mMoggdob dgMgyemo xayqQoab 93d3065d9680m%. 

1971 Bgeb, gMmgb6qjma smosMgdob LEMsgQ0 sMmdsgmmdnob sgmMoamedo, aMghyGod 
CdHMZo obs3o Ed bogymoMa Mogab dogds gooaMdgmes od CEMMabsmgob 3WRmm g_b- 
89M007FGyem KYayado, gobdoqmgdqema boebgemom: WIEM (W Innej Epoce Muzycznej, 
AMAQ{Ma’Z AMsMadbydo: ,LbZg0~@obb30 Agbozoe~m MH g8modo*. o3@mbodao WIEM 38me~m- 
ByMs@, 93%9MZ9, bodbs3b ,,d9 30(30°). ZoG®osMabGydmob6 Bogg9em dAgmMsobbyobs wo ob- 
Ambo gMysobmsb gMmoe aMghyGod Imbobyse goyygb xYodbda Cs MmamMH(3 Mogabo, 
abg msb9990MM39 8me~mbgema 8mgG dob (doa: mgb93 omg dbobagm ImAixyembyo, G®gegab 
demngns3 @o ModsMe 360330) mga bgdob dgbmamadob addMmg0do30qmo 3Mo4Gog0- 
JJ8gM0d76Gxyer0 8g9Momeoab dzIeEIaA, AMAA Bod boMIsG qd0m gooaMdgms Mmogobo ba~mm 
goMagmes’. 

AMpAQG® 8me~mbgado yoMase@ oy (36mdagmo xX_M 3093 1970 Bemgdob eEsbsbyabdo. 
dabo smosMgds 1980 bemgdsde@g9 goaMdgemems — bBmaagMan LodmgMs RoMameE (36mdbomoa 
8080 aobe@s. ab Jgg_obgdqmo aym, MmMamM(3 sMBobHo, MMIgMds(3 Mogobo qbozoemyMo 
L&amo gobogamoMs, Mg Jbgddo dabagab CEosdobsbosmgdgmo 8r|G®yMo wo MG MoGHymn- 
CMO JMgI_ZHGJdams Co sEgZgamse Eobodsbbr3gM]Jdgmmo, JodboegZg9m0 Ig~m@ngGd0mM. goMo- 
JMob 93096 boe396yMbgq ab bdaMs@ IndoMmo3Z@5 WAgm@modS300b HyJ6ogob, Jgbodsdobse, 
MHphoGoGHogb, Moz Mobeomsh Lym qRMmM wWosdobsbosmgdgmo begds Jobo bodmgmyd0- 
bomgob. 

MsgZ0bo sMBobGyemo abob wobobyobdo dom] 3 aMghyGBo of obmyaMeEgdm@s 38m8- 
Igbogab ,dgobLSMadmsb6". Img_®yMo GHLGgdob dgbMyemgdom dob yRMAmM Mogobo bods 
dgj4d6o 5d IndeoboMygmdsdo. Lodegmab 0d Gadb Im~mmbgado ym3gmamgob aobbo3qomHy- 
daa 9Q5b94E696, Jobo AMogom~mo B_bHagZ0mo ws 3™Mb6(39H8o hoGoMe@s. Joshboom, “sung 
poetry” sbemb wasb 9.6. “piosenka aktorska”-bos6 (,dbobamdob bodmgMs“) es bdoMse@ 
gZobabaemgds, 03039 LGomab{yM dadenbsMymdoe@. 9MM-gMa0 seEgomo, bow@e(3 Lodmgmab 
gb Lobgmds 3oMao@ aobgamsMe@o, oy ~M|agb~woMyen0 “Piwni ca pod Baranami”, Mmdge0(3 
CdRNdHGS 3M53M3do 80MHM bygdbg(330b JogM 1956 Bgemb, gobo AgamdmMgd0(3, L63gqdmob 
gMnse, 093696 doM 3 aMahayGo eo g30 wgdMRgJ30 — aobbogymMygdam 8md3qmom~- 
mo kmgGyMo LodmgMgdab dgdbMymgdgmms dmmMob. ,38mg8qMa Ladegms" 9o3qydbgd9 
AJ7emMeE AVM ImGog9db ws MoMagam@ mmgdbgdb. HoJbLAgd0 06 JgdILMyegde~mab dogMos 
dgJd6aemo, 06 8mermbgemo 8mg8Jd0b mmgdbgdab seodGHomMgdqemo goM00bGH db bomMdmoe- 
ag6b. JoMGog0 Agemmeongdo wos WdMHoe~mm oMobyoMyd (b69edabs63c0mdo bs3039d00), 
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06939, doM8ag0 HmboemyMo BoMdmbos, bg~mb qbymdb moMogymo mg bob dobsombob 
bodaobdob. ofg~@o6 godmdgnbsmy, Iohbgqjmos, md ogo LAQ_e7LH_MH BymByMoboob 
IgoeEMm jogdoMdoo. 

dasg0Mo Lojgamba, MmIgema(3 Ab~@ do 09 yobMasb ~wo303dOMJd0M, Joba gemobogn3- 
9(3009. daggyqmgbgdo my oMo 0230 8m8-dqboazob LaghMmb? ao3gM3gemgdqmo ZoMowy~@O00, 
ymg3gem dgdabg930d0, 8memmbyMH gmbHoJL8do, md bdeagma mmadbo oM dgodmgdo bom- 
ImMse@g_gbeEgb GodkgqM Imd3-gobMb. myI(30, adog@EMmaymoe, ob oH oMab dohbgqmoa gmoG- 
Mo@ — yrggem dgdIMb6g930do, ab boMAMo@agbb aoMeosdogomb Im3qymoMy~ wo sgo~gdayM 
Agbogeb dermab. Agbogob HNgmMyGogmbyd0 Izogyome@ gobsbb3039d~@6jg6 ImdqmoMayemo 
Agbogab dndoMaym|dsb 8HmgaxgbaQm@o AygbogomyMa bo~mgbgdabac6 Es 9(3bo~@gdeE6b96, 
AMd 030 WRMM Csdsm~moa MaMIdyYeEmgdabs Co LohMaqmal Admbgo, 30eEM) BHM gboyemo 
AgbogomyMa baemmgZ6gd9 Ed sdOGMdI 4WRMM sEgomoe@ dobsbge@mdos Anbozoe~m7Mo~ 
gZoyoommgdgmo gQoMam dAbdgbgmobagab. sgowgdoqmo BHab Omangmma boMdmdoe- 
aq6gqmo, dog., GMB QMaL Rammbogmba ws aAgMMABagmbo Mmx_Ih L3gGoGmboa, o3M0- 
8039S 3009/3 8M8qYEmoMA~ Agbogob, 09 Hy3039de0, md ogo sydmng0bq s48oMoc 
BIIMJIg@gdbL, JoaMod yIg@gaMe@, Jobdo 7dm30gd0b s~d3Mab, dnsambgdob goMgQd9, ob, 
8MH06(3038do asbgqmgbamos Lobmasemgdob ydMoe~mm ggbabmgob (Scruton, 2006). 

Md(30, Logbgdom gobbbgo39dqma a~ges sdgMaggma d33~g39M0bL, GohoGe dob- 
8gMIsbob mbbym~mydodo ,Pragmatist Aesthetics: Living Beauty, Rethinking Art“. @mdg9e@0(3 
0(393L BmByAmMsMyAm~ Aybogob Es bg~eogb dob, AmamM3 BbmM3gMgQd0b QmMdob ws MgdJ- 
(308, dodoMaqmb Mgsemmdo0b396 (Shusterman, 1998). RIM-KJMmdom, Agdagob y3ggqmobq 
CdDSYJMJSgmow godmayyMgdo dMaGsbgmo 3Md38mboGmMab, doo3em Gad8g8ob mgoe~bod- 
Mobo, MHmdgma3 bgMb: ,Agdo sobHam, 8M8qmoMama bo~mmgbgdaboge6 da~gdqjemo boosd- 
M369d0, bdoMoe@, 09939 Lobabos, MmamMa’y 4RBM~M LaMaMby~@o baeEmmgZ6gd0b5a96 (oy d- 
(39 OMS 93039 bsMobbob), Z0e@M] sdob LomdaqMa bMgg9d0 goJ4Mmdgb. [...] oJ, IoMamacs, 
obab Cs Mmgob wo~@o Bam~mns, bow@s(3 Cabmbosbbydo, gogMans ws 3695950 Eo, bdoMs~, 
Dg7bMaAmgdab sMbynbgemgq MaGdo, FAMDSbgmbL gMbydab, Moms Imagobagmb bosdm3bgdo, 
AMAgGma’3Z Qggagbo boMabbobss” (Tippett, 1980: 24). 


Smemngmbas 8m3-dybazsdo 36 ,,3mmagmbayMn 8m30“ 

NOS ZomMasMMM, Med ab, Mobs(3 8M8-dqba3zob q@gd96, Jga(303b yobMgdob 3h- 
(3962 Haabh, IMogZomeag{Mmg96o 3Md3M da(30qMa asbbmMM3age~MgQd0M. oJg~@ob aodmdg~onbomg, 
JoMOVdQEMs, ZoZMSyOEMM, MMd 38m8-Igbago(3 JodoMms3;b AMogo~mbdosb bLodegmeb, 
43MM LEmMMse, 3mMEmogmbayM baMb_dL. adob gomgomoabbobgd0m, Mmd 38m3-Igbogob 
Ca~Ga YdMsgmgbrdo BMIMEMboNMa bsboomabss, dabagab Co~d g9dMb3g309 8mMe~m0gm- 
BaqMmoee sMabyoMgdyomn Ro fHqMab dgdbo. Immagmbosb bdaMse@ 363e@g9d0m IybogomyMm 
DISHMdo, YRMGM Jg83, hobb ogo Yobdog, gogabbgb6mm man sMALSHMmbaabs ~o e~mgmb 
dabdom3 “Bix” dso@gMdgo3ob (sboeo MAm@gebabs ws fozoamb b&oeo) ghamdemaga 
Bsdjdg3MgQ060. homeo dobaybaob dhogoem jmd3mba3Z05do aodmygbgdyoemns M0%zg7d0, Moor 
S63Mb 4WRMM Abbga~mo 8mMeMnQ\mbayMa QoJHyMo. sfod~g y3gumobg] Ibod3g6gmmgo6 ao- 
4m63930@ 8m8-dybogsdo BmmagmbayMa 85boygd0b a~gbGagya(3aM|d0 MAgds. dob abai3 
gZobsd0Mmdgdb, md Lodegmgdab od dmbo33g9mMgd0b VoJGyMo, MMIgma(3 JodsMaxyemos 
BMMOQMbaYMa 35056y3980b396, 73MM dg 8oe ~Cos~mmabl Boosasgsb. ob aobbo3yomMydayen0 
bsMobbo, MMIg@mda’Z_ 8mM8-debogse JadsMmsgb IMogombdosb LodmgMob, yoMyAb3ggmyma3b 
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430Q30M BMbEHMoLH|L Jobagab Aggy smdmeamboM yogMo~emdsbosb. sbgm dgdmb3930- 
do Lobgdg9 ,8memagmbayMo 38m80." sdob badydgd0 dgod~@mgdo dmgadoma amgb ayyemeoob 
,IOMBOmdob GMo~maosdo* (Solitude Trilogy) 06 6m3-yaGQ0b “Radiohead’s” ,,396o6m0- 
Bera sbeEMMagdo”, MMH d3z3gqMMsE CosdIMY3Z0~—Egdgm~m0 DA~MMEDIM, MMdM|d0(3 LHN~- 
C9dd 8MMnQmbayMa 8mBabsmg0b Wodobsbosmgdgm abgm Ambs33gmdo, MmamMa309 
LodmgMab gabsmyamo gamdabs30o. ,MmagmboyMa 8m8"-ob Jogsmamgdo Lbgo@obbgo 
yobMdo agb3ge@gdo, Jsasmamese@, Jgadmgds gbobma IAgGoemob yobMdo (Bogsmomabagoab, 
bdgow@ Moab “Little Shop of Horrors”-s dm~m bs60edo) 06 acmgd-Mm3do (glamorous-99394- 
80). Mo mJIo Neos, Kaeo “Queen” bdoMs@ Mabgogze@s, a9dmMgy4g96gd0b0 fogg&ocmo 
326Mb4yM0 adaGo(308 EMMOabL Coym3bgd0m Lod~egmsdo The Prophet's Song 36 736~ 3m8- 
aemsmam The Bohemian Rhapsody-do. 

8M8-dybogob Bos~@da dhogombdosb LodmgMoebmsb Es303d0MJd0M, AMbL|d yYrMe@sboo 
QMgqQboMgdsb sbegbb dsMoGosbymo by3qh-yYayQ09 “The Beatles”, MmammM3 yggmob] 
gZodmdbob3gem dDogsmamdg, oMs DomM~mme@ doma 8mdqmoMmdob, oMsdge 93MMd3qm~ 
8MsEA(309dM96, dsm JeaMoab, 63893030349 ,8mMmgmbayM sbMmgbgdobmsb" Jomo sbeom 
323d0MJd0b aodeo (Jordania, 2006: 277). d3GMMa bodbb qbgodb, Mmd yxmMyR JoMBobob 
— 8Mmggboymo BoMdmbayema Egbgd0b dgme@bgbh — bdoMowe qbg3@bg6 Bobsomdegam- 
dob KaqgBob wobsMhgba 693MgQ60. Jamamgab 8Hmdemgdob oM BoMdmo~wagbwes gM30gd0b 
gZomMdosagoo 06 89MsmgmyAMa 3306H gd0m bdgdab AmdMomds. sgo~gdayM BoMdmboob 
ogMdomggjd0b Donbgrmo3z0@, obgmo ao~@sby39G db, Lodmemmm goddo, dom bodmgmgddo 
abmg0(304Ma bdmgebo 993948900 JgIMs4mbes, Ms(3 Lod88mdoHqjMo aobwo “The Beat- 
les”-ob mMagobomaMmdobomgob. 

bobo qbeEs aogqbgem, MmMd 38m3-dgbogsda sImmogymboaab gsdmyg6gda0bse@da_ dob- 
BMH0Q9d0 WogogdaMygdqyemo oes oymb Mgagomby~m eo JgMmgbym~m GBb~@g6(30gdmob. Mmr- 
3mM(3 bobm (30(30dZ0mMa sEbadbs3b, Msbsd9EMM39 JoMaQm 38m8-dqbozob yobMgddo, 
AMaMMa(309: 8mM80, M30, M980, 8MEmogmboab smdmAgbs, dobsdmgdgmos, soMe@od0m 
303d0Me@JeMeEgb 2001 EBgmb UNESCO-b d09% Jomaqmo 8mmagmboymo bodmgmab 
HgasoMA ES SMddDSGB_MosmyMo I7d330EM ]MdOb Ag~E_ggMSE SEMNSMgdob. 93GMMa ombod- 
Boghb ,dgqmogbgdcmmdob UNESCO-b 36399330900, Mo~@asb 3ymByMs domame go- 
Bm- L389 309039Mse" Mob aoob’Mgdqmo" Cs bL3gdb gombgob, MoGmd bes y33g0mogQo- 
(ZOMOJSMEGL ,OMSdSGgMosmynMH d_d330EOM]Md0@" Aybogob JomMEmeE GHMo@a30qjmo 
gabagnMa 3mMMI9d0 ws oMs MobsdgEMM3Z7 WobogmyNMa 38m3-Igbogob Mm3oeEmyMo 
90938 H9(309d0, MMaMMa399 MMga, 8m80, Es Mg8o (Tsitsishvili, 2009). ghan dbMn3, 3m- 
MaQWMbAS shMEZaMEJd5 gnbMAgbogmemmang”M Bgm~mg3oebmsb ws EdzogdOMg{d~yemM00 Jobo 
2o(330bs Co sme@agbab do~mabbdggobmsb, IgmMHJ IbMng yo, ob EM|Id~@] domosb J30Q0mMeo 
Robb yggmeamaym 84 8030d0 (9.6. Modern-do g3mmgoabo @s Mmgob fusion-bLeomab 
boboa), (3 949830(39db, md ImeagmbayM Lodegmob yx 30-93 o4gb Imdsgeem0 3m3- 
Igbogob Lodyommdo. 

0 MgombsbMabam, 9H oMab aoboggaMa, MHmd sbboddmyddo oby bdoMs@ a3b3~@gd0 
IMogomMbdosba sMobynMgdo Ed Lym YRM~ AgGow@ aodmaygbgdo, MmamMH(3 8g~@oamaoyMo 
dobomes Imyzo0Myemoo ayoegdabomgab. 9980/3, Iogo~mamgdn odabs, my Mmamm dgodeg- 
do gddmgayg6mMa 38m3-bLodmgMgdab AMoge~mbdosba sMobyaMgds Loaobsdobmmg|de~mm bo- 
Aqoemgdo@ Lygmmoab sbboddmgddo, dgadmgds as@dmgommm aobdoyMyadqema sdghogymo 
bo&gergg0b0m doyeoob “Glee”. Lgmemab Mg8gMByoMmdo dgGobam@mo Msd~@gbodg “mash-up” 
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(Msdc@960d9 3Md38Mda(300b aogMansbyds) 99830(390L, Modegbs~e JDbosMy~mo wo asdog- 
Mansbygdgmo dgodmgds aymb gb. sdagoMoe@, mododoe@ dgadmgds aobgo03b.emm, Mmd 
IMogombdosbdo degmMsd, 3memogmbayMo bdgbsd ws Ladeagmesd sboema bagm36erg_ od8mg9 
Cd 0M9IE] BoMam asbgamosM dob aosba3@oab mobsdgeEMM39 LodysMmdo. 


BMAAQ®ob Lad~mgMgdab sMsbyamMgds a76E .,9gMdISGsb~ dagm — Lo3ambgdn ~s 3amb39d0 

8MEMbgmdo adob dogsmamb, oy MmamM bLoabSMgbM@, IgG0(3, Jodboegg9mo, 
Cd BAMEgLaYmMse dgod~mgdo daALMAMeogL 8m3-Aqbogob oMsbyoMydo, LoMdmo~agbb om~m- 
dmdo — Grechuta nieyjednym glosem (amaiy®o IMog0~ bdsdo) (Lym. 2). dbod3g6gemmgoboo 
smabadbmb, Ged gb oMsbyoM do IMI~M|MeEmgdabs wo JLdAgbgmadabagob JoMBog0 oH oMab 
(Mobsi3, bdaMoe@, doiggnmgdo aygb96 Lodegmob BMowa3oqjmo g9Mboob eMmb — oy- 
camdsa. 1) 

ModIwgboews(3 aMAAyGHob Lodegmgdab boawybeom oMobyaMgdab (gmBo bodyda oMbyg- 
mdb, gh 8HmgJGo qoeEs gobgobommMM, MmammM3 ab—Mg0(30qM0 oba(3098039 ayeobs, 
AMIAMA’Z E53Md8IM]|JIH dQ yr sbggMoe-8Mmexgbombsmgdabasb Jomo] yager(3oc~@ob 
Cd CEAMAYMMMdEOS 93° MMd530. aybeoo (gdgbo bm8MHobm, mobo smo, mabe &g6mMo 
@d bsdo dbo) Bodmyoemode@s 1998 B9mb ws 03 EMma~@sb shMymg|db AMo3Z0emgq}9gM%m3Z06 
LodmgMgob, dom drmmoab, GoGyomyMbs Eo soGMom@Byemb, Ime~mmbymH bLobydommgdhb, 
amb3gembs eo Leamohygmbb. 

aMohy®ob Jghag0 — weobyG®o aMgAyG®o, MmdIgemag Jobo qobeamgba msboo3GmMo 
aym, Lagmobomgb ofigbes Igqmmoab LodmgMab sboe~m oMobyoMgd0b%q Mobbdmdab ao(39- 
d0Og, 30EM] LodMmmmeE (55d 8j039dEd 8HM|_IHL. L3g 30cm Moe aybeobsms3ab ,93g9h- 
doGo” CEs domo 8MM_JGabomgob aMgahy Gob dagm IgbMympdyenn Ed md8yjemoMadbgoyono 
LodmgMgdab omsbyomgdo Amsbenbs Msd~@gj60d9 Mobsdg~@Mmg9 Bremmbgmds ymddmbo- 
MMs: o9bg3 bagaqebyod (3 bodegms), 3539 0%339(3d0 (2 bodegmo), ay9amd dad3g30hde 
(3 bodegmo), sbeyso dmy9d (3 bodegmo), © JoMAob 303% 3do (1 bodegmo) (bem. 3), 
omdmdabagab JgMAgycmo Ladagmgdab qdMogemgbrdob Agbog30(3 Eo HyJbHo3 aMghyGob 
JZ3qgnZ6aL. MNI39, BMaagMa sMobysaMgdsdo aMAAy®o domme Anbozob ogGmMoo, bm- 
306 — domme mgbabs @o mM dgdmb3939dG0 jo — domme dgdILMymgdgm0 (bem. 4). 
»QBJMdIo Gob" LodmgMgd0 bobosmegds dogmosb Lomyon sMobyaMgd0m Es smbsgbyo 4yro3gm 
ImAbNdZgEMAEMMBb0M, Mo~@_ob 9d sbs~ma sMoebyaMgd0M, Mmd~mob qdg® gb boba~mb gmm0 
bds obMym|db, ~madbo ~@sdoGgdam Ibad3z6gmmdob adgbb. Loe~m bsbamgda LHymeogdo 
qomas (obsdgemo MMj30) Eo Jsd539(3M0 (IoMbab 85bg30 Cs IobagyY dmMHQ30) JagM. Jomo 
dobsbo oH sob aMghyG®ob mMoanbsmyMa bdmgMab ymsaMgd9 96 odaGoM|d9, obobo 
daoambgdqema oMasb dobo 068)9%38%98) (3000 (oxyoomdog. 2). 

SMdbyOM]So QoyOgJomamos IMsgoembdosbo Ladegmab gghMmdymo GHMos@a300b 8o384- 
Ha I&Mabgdom: soMomgmyMa &IM(30960 ws LgadL& do bdgdL drmab, oa%Jm39, &gM- 
(3090 CdIM3ZO@ Jdyemgdgd0b LogoMd]. bdoMsE ~Wodse~mo bdgd0 Jsmomoa bdab Jg~mmenoab 
adaGoMgdob sbegbob, Gmd dgoJdbob aomMdoagdab gxgq4Go. Bmaxgh Jgemmenaobs es 
@odbd9M] bdgdab Lobmgbo boob qb30db dg~mmenob, 6 dg8 Logm36agb bdgbb wodom 
bd7dL. adgnoMo@, Demon ~Ws ~sdom~mo bdQd0 saMdgem|dgb6 MognsbM bogymoM Ig~menosb 
LobJm@mbobgdqmo dsbgMam. sbgma mgabgd960 bLogbgdom wbogo~maMo oyr aMgAyGob 
MMagabsemm Ladegmygddo. doMmsmos, og 8Mmegbaymse aym asbbbsge~m mo dAybo- 
32d0 Ed |BMMGH 38096MOq(3 qyGMoZ@o, JogMsd oMobmeagh Joyq(39309 yyMo~wmgds 3om- 
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Imbaab Egbgdabsmgob. aMghy Gob Lodegmyddo Img bos yragmagab qoMo8 bob Loge 
3b39490d9- Isgo~momse, LodagMsdo “Wiosna, ach to ty” (gobsybye@m, m, gb dg6 bom!) 
IMIM|Msmo ImazgoMbMmdb dgbsgg7e@Moby] Bgemabseab mnb EMmbOMsb, HmdGmmsgZ96 Mo- 
amgqma IgMbrbagyagaMgdqmos Jo~momob, obg MH~Md, LA|MmMg@ab dg~mmens sMab dom 
QdMoC~MM, YMZIMAZoMO MaAG®IQemo LoMaymy|gdob aomgdg (Joa. 1). 

ZMoAQGBob Agqmengbonob oMogmMdo~mayMa LoqdmMabsb dgq30Gy439, Ord aMghayGobomob 
nobsddMmdmmdnbob Asygbogmbydo bdoaMse fhomeEby6 dobo ,bsMdmawagbgemo~ dnbozomamo 
a@ggeab dgbobgd. sde@gbse, dabo Ladegmagdab &Mobb3M03(309 Logdome@ 8HmMd~mgdoGwyMoo, 
M9306 dgwmgan 8MmMagbLombsemn Aybogmbobagob bBmaxgh WAggqemme yogmb. amon Be 
domme abadbo3gw@o BmgagMa AgnbLozoem]M ImGHagb, Jabo bLodegMygdob qdmMogmgbmdo of 
OYM CEA BIMyMose@ O-BaMgdqena. dgbododobse, Jobo bLodmgMy7d0 oH gIMMha~m|dmeo 38oH- 
Imbaab Cowagbom BgbgdL, aobbb3gegq9d0mM ,.aqMIsGob" dagm dobMamgdqmoa oMobyom- 
daboaob. of BoMIMboNemo gmgdg6H gd0 — gobsagdo dobgbgdab aodrm — aobbogyqmmMygdqam 
Dbadgbgemmdob adgbb. Jonbgm@og0@ sdaobo, J&Mobgd0, GmIM|d0(3 oEgeyjomos aMghy Gob 
mMHagabsemama bLodegMgd0@06b (@mboemyMo (396GMgd0b aoyMyg93~mmds, bLya3wybwewMo 
MoboQsMEmdab asdmygbyd 06 sgmMe yma MsbdIndeEg3zMmdgdob Lod~ne@M9), 3393 MAg- 
do 9d avpbeob dogm dgbMymgdqeno Ladmagmgdab qbozoe~medob BysMme. 

8MH94H0Q »wAaMghyGo IMogoem bdsdo” Abyxgmmdobsb asbomgomabbobgdge@m00 Mod- 
96009 Logombo, MmdgemmM(3 OMb|d YyrMeobos(3 JodsMmo3gb domMd 7d0b JgdIMb3Z930b 
gobbagmgobsb. 80390 Jomasbos Aybogob dgad4dbgmobs ws dgILMYMgdm~mab ghmnsbm- 
d9, M3 Eddobsboomgdgemns BMBqMsMyAmMa AnbLa3zobmg30b (Jordania, 2006: 278). 8m3y- 
momama Aygbogob LodysMmdo, 09 LoS jo(309dd0(3._ 30, MM30_ d39(3Ho BEgoMos |og~9g- 
Syma og HMMbs Eo JgILMymgdgemb drmMab, sqrenG\mMoabagab dIgdbMymgdgemo qoRmm 
SE30mMsdE sdmbs36mdns, 30EM] yMdIMbo®MMa. 9d A6M0gZ 8mM8-dybo3o RmmygmmMym 
Agbogeb gdbasgbgdo. dowybg~@o30e@ adobs, Mmd aMgAyGo Mogobo oMBobGyemo dgdm4- 
Agegoab wWAMogmgb dgdemb3gq30dG0, JAHEMMYMsE s{GHMMa3Z09 Ed JDgILMyEm|dgem0(3, 
MaxXJM ag0 Lbgabo Ea bob wo AgbLa3zob dgdLMyAmgdmoab Mmemdayy agggmoabges. ayb~w@do 
»BJMd5 8s” Jomenme dgdbMymgdmab Mme ImoMam, HMydZo yo aMQAyGob bobomdmg- 
dgdab o6SgM8IM]GHo(300b sbe@gbb. 

JMM@oboos bbb qbydb, my Homey Ibodzg6gmmgobos Im8qymoMyma Agqbogabmgob 
Dg7bMyAeEmgd0b L8omo (Jordania, 2006: 281). Agqdemgdgmos, aMghy Gob L&amo Lbgedo oa9- 
Gomb — b8g30g30qMo Igmm-eggm@msd9(300, MmdAQG@a3 gMbydob dob qdMog3 8m dab (3~(36- 
smn grb 3gMBob EMMb, gobosoMmdgdb dob qbogo~mdoh Eo aMghyGob Eodobsboomgdemoa 
IGMabo begds. sdsbmsb wogogdaMgd0m, ,QgMdoGBob* dgbMyamgdob Loma LHAmose 
ZobbLb6go39dqyem00 aMahaBobaob. gb oMob dybgdMng0 dgw@gan oMe Jbmemme bLbgo@obb3e 
dge@o~ydobs (beomoab&ob bo(33@mo~o 36000), ob939 aobbb63039dqmo0 BoMdmbodagnabs Es of 
IMbIMSa~M SMBabGyemo aodmbsG®Zob ao(zomgdom yQMmr dH5390MgygMMg060 Godsgdobo. 

© dme@mb, Wes smoabodbmb dgbMyAmgdob, Mmamm3 Loyns~myMa aodmbsSgob 
Dbadgbgemmda(3. 99 ZaGyMeo, Hd aMghyGobagab qdmogMgbo oym JgdILMymadgemoabs wes 
SNOEA®MMaaL QMangMndgImMAdg~egd0, Mo(3 aobsdBegMo3~@o0 ALIgZ6gm|da0b JbMa~@seb Jobo 
bodmgMgaab oegbGogngzo(30ob. ILAg6g~m |d0 Logdsme bdoMo@ dooby3e696 (~s B3cr- 
30(3 dooh69396) aMgpAq®ob LadagMyoab ,mogaboe". Lbgo@ebbgo omogmMdsmaymo Lowydmob 
eEMMbL d93M0 8me~mbgemo (aabbo34ymMgd0m, 50-60 bemob sbogob) oMbodbs3b, md abobo 
nbdgbeby6 aMgAyGob Lodegmgdb obomasdMemdsdo Ed s~mosM|d96, MMI Bmangman 


83-LodmgMgdob IMsgombdosba oMsbyoM|do, MmamM3 Lobbogemm dobom~ms. IgnmeEmmmaaymo 
84MdM9I9d0, 3MoJHog3qm0 ImbobM7dg9d0 BoM] 3 aAMOANBob JgImAdgegdo0b Iogomamby S11 


LodmgMs 33093 MAgds JDsmmgob gRogmMa®oe@: sbbg6gdb dom sbo~masbMeamdsb, 8oM3Bgq~ 
LoygoMamb. od mgdobg Mondg BgmgZo 9M BoBgMJdyYOrs Ed M@Ba(309~m Ma dmbs(39d9- 
d0 oH dgaMenggdqyemo, doaMsd (369~@00, MMI aMOAy®oeb Lodegmgdb 8m~mbgado ym3- 
gomagab dmybdgbg6. mnd30, ayo ,RgMIoGBob* dgdmb3q30dGo0, LaSyo(309 Lbgoa3oMo@os. 
LodmgMgdab gMaose@ dgbMymgdab bergosmyMa godm3~@amgds Yangob bg3mgdb Irmob 
d(3OMIJOIE YMogMjo3daMbL syoomodgdob, abobo Losdmgb6gdom sbhMymgdg6 amg Gob 
LodmgMgab eo gAmoe@ Aqdsmdam 8 3dg9d096. (36mMda~mo LodI~mgMydab 068gM8IM]Go(300bob 
dbosMymgds ~o LobsMym~mo, MgdgQGa(30gd0b Ed BMbEgMBJdob oBImbygqMmmdGo gMmoe 
Imbsbaergmeds, gyjbeb gmbbomoegoMydqmb beab ws sdeEa@M|db Mommgy@ bg38MHb, Hm- 
3mM3 obe@og0@b. 

BIIMsembodbymoab goMe@s, oMab Mosde@gbodq bogambo, Mmdgemai3 Ab~egds d3gm@o 
LodmgMgdab sboem 39Mbagdmsb wogogdaMgdam, dom dmmMab, y3gmobg Ibod36gemmgo- 
Bas a@g6Gmdab Logambo. LodmgMgdob gmobogajzo(3oob, MmIgma(3 Jgbycmos ocmdmd- 
do ,aAMghyGo IMogem bdodo*, dgvydemos goodoMammb obG Mgbo, Mowasb ,agMdo8ob" 
dagM dgbMymydyoemo LodmgMgdo, dgbod~me, Boomgemmb, MmammM?3 4Jo39-3g9Mbos" ws 
poMobyaMJO9". G&yMdobo ,Jo3zgMo" sobodbogb oemMy Lbgab dagm fobgmMamo bLodmgmab sbs~ 
3g9Mboob. sMbgdmob ,,Joggmoab* Lbgo@obb3o 30MHos6Go, Mo(3 dobgs WsIMZo@gdyeEm09, 
MMHagabsemma Lodegmab Mmdgemo gemgdg6Ggdoo dg33momo. ,Joggdo"“ Igademgds me- 
69g dga3gommb mMoanbsma, ob939, dIgbodemgdgemos, 30 LmHYmnse@ sboe~ma L&omam, 
bdgdab sbs~mo sMsbyoM dom, 96 sboer 8MAHWMH GH JbH bg foobgMemb. 49873, ab dgodengdo 
BoMIME@ERgb, MHMAMMH?3 BOMME@Nd, MZND-BOMMENd, Zobobem|ds wos Lb63. daxybg~@o30eE Odobo, 
Amd GyMdabo yJo3zqMo" 8oHEod0H 8m8-Igbogobmsbss wos3o3doMgdqyem0, Dg dooby3 Mogb 
493032390@0 Jobo aodmygbgdobao6 9d 8MmMg4Gmsb Co303daMJd0M. Ms MJdo bes, 693% 
ALaogbgdob 36953 »RBgMIoGBob” DgIMAIg~@gdobo wo ,JoggMab" dbadgbge~mdob dImmab 
(Bogsmomse, BMJAyGobaob sheyamgayqem BmaagMa LodegMsdo, oan Bmagygm Jomeame 
DgdLMAmMgdge@0 ogo), Md(35, Logsdsmme@ Dodohbos, md sbo~ 3g9Mbagdb sMobyoM9- 
do NES J6mMeEMb. Ja~rgdyemns sdMo, Hmd oMobyoM]d9 aymobbdmdb daILMyAmgdmoab 
dg33m@ob (Kernfeld, 1994-1998: 539). agbob dSmegma smbodbs3b, md, Agqq4e~gdM03, 
DqILMAMAdQEOMs MomeEgbmdab dgd3A0MQd0 beEgds, Myd(39 09 ggMdm dgdmb3q30d0 ob... 
ZooMeoamos (Schroder, 1994-1998: 1329). 

doemgnd dmago 90%3 Hy aoboagds@ o303doM]ob oMobyoMgdob MMngobsmolb godom- 
Gagg0ab GHgbeEg630sbob. 8Hmg_4Go ,AM|AQG®o IMogom bdodo” oM dgademgdo dohogwyemo 
aymb dobo Lodemgmgdob asdoM8oggd0e@. ob sMab dobo boboMdmgdgdam dosambydayeno 
SMH ALAMO aodmbsG3eo, Hoyma@a smeEmmbgaab bobmase@mgdsbyg boe~mg3ebab aogm9babs 
Cd AMMabs. RofJHmdMogz0eo, gMPAQG®ob LadeagmMgdob omMsbyomM ds dgademgds aobboe~myjm 
afbsb, GmMamMH3 babs bodqdggMQd0b AgbLazo~mNMo H]3Mb3g8HqoEmodo(309, ,9Mbydvjer0 
Ige~mMeEaabagab AgbozomyMa g9MosbSqjmmdab daboggdo" (Corozine, 2002: 3). 

09 Bsbamab dmemm dgbadgbo agos6emmg39db od Logambmob, my Ms MM~Mb Mmododmob 
S93d39d0b wo sbomasbMeagdab AgbogomyMa aobonmydab 8Mm3g9bdo ImdiqmoMy~mo 
LodmgMgdab IMsgo~mbdoobo Bymdo. MmammM3 YyrMeobos smbodbsgb, ,o@odosbmo Yavy- 
Robagob bdgddo Lodergms 493MM dbgmos, 30EM] qbabmbdo". sfg~@ob, oMosbyoMygdabomgab 
83-dybogob JgMAggob 3MaGgMavyIgd0 LogaMmgdb Cow yyMoemgdsb ws LoyMabomgb, 
Mo@gob 9Mmse@ dJeagmab bLomagdgmo sdygoMoo: 230 sgameMgdb BoMImMboob aMdbmdob, 
gMndsbgmob Imbdgbabs ws aybenMo Andomdab fggq3g9db, sobybobdagdamedsb avjoewob 
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Bobsd9 Ed 8M8ymoMabs3osb qbAZb BmemagmbayMa IJegmab o~geb. 3md3-bodegmydob 
IMogombdosba sMobyoM]do seEsbGyMgob, Ged ab AybogomyM gobommydob dmoagMo oo- 
Momo. 


8m3-dIabagab Gmenn AyqbazsemyM aobsoam~mgdsdo — ad vocem 

RIM 3OLDZ oMasb Ag(360gMQd0, MMI d0(3 Mase gbobsomd~gagdosb 38m8-dybo3ob 
godmygbgda0b aggeb AgqbogomyMo gobommgdob 8Hm3gbdo. aobommgdob 84m(3g9bdo 38m8 
ZIMByQMob Eo 8m3-Igbogab Mmmbos wo dbadgbgemmdob] wobygqbosb weow@o bbab ob&m- 
Mas o4gb. yyMsEMgds Jobes go30d06Z30~mM 8mMeEmMbgado sMbgdqyom Iw~eamdoMgmdsdg. gb 
Jgodengds Bogmgomma fgdb bdow wgd08 9ddo, Mmdg{m0(3 gdrgbgdo 8m8 Lodegmydob go- 
Amygogdob AybLogomyM asbsmmg|dsdo. 9d D6Mg, LodIGMdIsGyMo dImrbobMyd9 aodIma ge 
8MEMMbgado Aygbozo~mMa aobommgdab bLagMmdo 8oGg3b0(399d0 gJb38gm8do — 86mgy9- 
Lmmds doMas gdobmyabby0d 2005 Bmab L&oGosdo, MmMdAg{mbs(3 F6mMeEgdo ,dybogomaMo 
gobomemgds EE|b. 0e@g960/ bogambyd0/3Mmde~ gdg60" (Przychodzinska, 2005: 7-38). oao 
gobabo@msgb 8m8-dabajob Mmygob dogsmamdg wo Job Bbg3Zge@m-Mmyg Agbozob qomeagdab. 
dabo bsdmeamm @obyg36s qomMym@namns, Mo~@gsb ab oMsbooM MaMy{dyemgdob oM bgeogb 
HMB Igbogoda Eo, Jabo sb¥MHam, 838 LodmgM]d0 gobba~mam jbeos ofbsb, HmamMHi3 gayc@- 
HAMAM GH yJbGHgd0 06 Bq_mBQMymo Agboyxgdo. ogo bsbb qbgodb 8m8-dqbo3odo Lawym- 
J&qmaqcmo (dows 33M bo304 M0 o30b9d9% 5980) Cd gbhagGogqmoa moMgdyengdob 
oMMbgydmdob, 93%9M39 MMagnbsemmedob bs3mgdmdob. 

ILYML, Jggmogobm ymdMmdobo Bmembg~ m8mbgbHydbo Co AgboagomyAM aobom- 
mgdsdo 3m8-dybogob AbsMeosdggMgdb. MGm30 AybogomynM aosbomemgdsdo, 383-Igbogob 
NOIJIMMMgA0NMH Ed Ibs HMA MoMgdqyemgd9d0]g (mdag4 Gym gbagSogqm boMobbd9) 30bL- 
RIMM, YOES ZoraMmmM, MMI ImemmbyMH AgbogomynM 3yemByModo doM3 aMghvy Gob 
d99mMJIge@gd0b Lobom oMbygdmdb “sung poetry”-b yobMo, MmMIgemdaZ ImM(3g9d0jem00 LHAeEy- 
MRamMa ymddnbs305 AboHMyAmo Ed 8mM8-dybogob ygobMab Eodobsbosmgdgemo y3gemro 
agabgdabs, Mo(3 dgadamgdo godmgaygbma omMandgbGoe Lyg3sGogmbygdabomgob, my Mo- 
MeE]6 LoboMagdmme ImdqmoMyemo Ayboge AgqbogomyM asbommgdodo. gHa-gha0 dbod- 
36gcmmg0b60 Logambo, MAmdgmbsy QBdobmyRobbyo gobobamogb, 8me~mmbyMm ds000M%b] ob- 
Amm-sdgMa3yomn bozo@ob emdaboMgdss, Mab 399-73, 030 Imybmegob Jobbogmgdmgab, 
Hmd AdbQMs DossyMmb seEgommdMng AgjbogomyAMa HMo@a309db, M3 odzoMseE@ ao@- 
o6y39Gb 0d 8Hmde~gdob. 
dobes bobo gogqbg0: dg, 8oMse@se, EoMbINLZd Qo 39H, MMI 8md-dgbo3zob JMogem 
bdsdo Lodegms 3mbaGoyM dgwegagob ImayGobb L&yweg6Gydb. doamed dg, obg39, Igbdob 
Rdabmxabbygob dogm Bsdmygbgdqemo 8Hmdemgdab oMbo ws, WoMbINSgdyemn 39H, Mmd 
aM AyG®ob LodegMgdo, AmamM3 MaMgdyom0 Imgemgbo (Agemmen Mose, LAMA HqyMaAmoco 
ES 93H%JHZ9 8MgHQMo moMGagoalb fFmHaemdo) odbobyMgdb sMs IoMGBmrm IMogZg0embdo0b Gymdo- 
do sMobyaMgdsb, oMsd9E — BMBYMoModgdobo(3 Lymemgdbs wes AybogomyMHo asbomemgdob 
L630 bb GoGwy(309ddo. sdam A396 (5309330EM]dM Domo AbsG\gMyom moMgovyjoengdgob, 
Mo(3 Jgbodemgdmmdsb dabygdb LA qQweg6G]db, abbogemb, my MmamM odeagMmb 39- 
DALI, g0098dHMbH BoMImbos 8MoJGogodo Es, 93M9MgZg, Bobs~mabeEby6 bLogymsh gxy~m- 
HAMAD 49d 330EM ]Md5do (3MeEbaL goOMMI53gdaLMR0b. 


83-LodmrgMgdob IMsgombdnsbo oMsbyoMg|do, MmamMH3 Lobbogemm dobom~ms. Ignmemmmaaymo 
84MdMjdJd0, BHoJGogyemo Imb5dMHjdg9d0 dM] 3 AMAA Gob Igdm{dge@gedab dogsmamdy 513 
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' Anawa RMobavyoma HgMdobob — en avant-ab 3memmbyM 39Mbosb FoMImMsea96~eo 
* sGogaboo6 goose 89%973 36989899 1970 Bamb, Dogomamc@, Roby Marek Grechuta & Anawa 


31971 Boab asdoybqymby dbodzbgmmgbseo asgoMamgdqjmo dgds~e@ag6emmdnn 696d fonbyMs Koro- 
w0d (Procession). 3a96 godgMamo Aybags BrMymmMom, BHMgMIbaycr0 HM30 Robom. gb sm~mdmdo 
DoREQYEMOS OM JoMG~M 49-20 Lowy y3qbob Bme~mbyMa Aybogob yggemobj J6ad3g6ge~mMg96, sM0IAE s~e- 
Mgqmo 70-os60 beagdab g93Mm8yen0 3m8/MM3 Agbagab gMa-gh y3q9mobyq MMagabsmynM RobsbyMoe. 
d9de@98 Jom RobyMgb Droga za widnokres (g Bo 3MG0BMbGb oJ ga) 


4 gobo AJen@sMa CabymaMsgos, L6gebmsb gMmoe@, ImagZogb abgm sm~mdmdgdb, HmamMyda(300: 1974 
Magia obtokow (mMydemgdob dogos); 1977 Szalona lokomotywa (gogo mm jmdm 030); 1979 Piesni 
M. Grechuty do stow Tadeusza Nowaka (amgiyGob bodmgmgdo ws Goegyd Bmgogob mg bgdo); 1981 
Spiewajace obrazy (Imd~gMoe~mo byGs09d0); 1984 W malinowym chrusniaku (groeomb dhfboMo); 1987 
Wiosna — ach, to ty! (godogbye@m, m, gh d96 boM!); 1989 Krajobraz peten nadziei (nd9@0060 mobe- 
dogo); 1993 Jeszeze pozyjemy (R396 30(3(36egdm); 1994 Dziesieé waznych slow (smo dbodgbgemgebo 
bo&y3o); 1998 Serce (ayo); 2003 Niezwykte miejsca (A394qem s@g0mJd0) 
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1. Lode@gob Wiosna, ach to ty (~, go b093bgGcm, gb d76 bs) MHnanbsmyGo 39Mboo amg Gob Igbm- 
mydom, 94939 Lobgmbmegdob smamdagsb. hobgGoe~ns 1987 6. “Nagrania Muza”-b dogm 

2. bodeg%s Wiosna, ach to ty (m, go0qby00m, gb d96 bs) abo BIGIoGob sMsbyaMadom. s~mdmdo- 
co6 Grechuta niejednym glosem (369645 IGo30e bdsdo), 2012 
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ANNA PIOTROWSKA 
(POLAND) 


MULTI-PART ARRANGEMENTS OF POP SONGS AS 
EDUCATIONAL MATERIAL. 
METHODOLOGICAL PROBLEMS, PRACTICAL CONSIDERATIONS 
BASED ON MAREK GRECHUTA’S OEUVRE 


Singing in a group — be it in unison or multi-part, is one of the most powerful practical situ- 
ation in the musical education, experienced not only by young children. As commonly known it 
was — among others — Zoltan Kodaly who strongly advocated practicing choral singing with music 
adepts. This type of exercising was supposed to result in the development of ability to sing in com- 
plex parts (Peter DeVries, 2001: 24). Kodaly suggested the use of so called authentic folk material 
while educating children (Choksy, 1999: 16). However, convinced of benefits coming from prac- 
ticing multi-part singing in educational process some contemporary pedagogues also suggest that 
pop music songs — properly arranged — may turn out to become valuable pedagogical resource. In 
order to look closer at that situation as a concrete case study songs by a Polish bard Marek Grechuta 
(1945-2006) arranged for choir can be chosen since they may serve as a pretext to ponder on music 
teaching with regard to popular music. 

Let us start with presenting a profile of Grechuta and his music and later by posing questions 
about the genre of music he composed and performed (often classified as so called sung poetry or 
poetic singing, etc). This will lead me to pondering on the theme of presence or absence of polyph- 
ony in pop music in general. Then I will present arrangements of Grechuta’s songs done by a Polish 
choir Fermata that became popularized via their own recordings. Finally I will address questions 
concerning educational purposes of introducing pop songs into the process of music education, as 
I believe that choral arrangements of pop songs can serve as an excellent tool in musical education 
enhancing the development of harmony learning or facilitating the cooperation in a group, contrib- 
uting to better acculturation, etc. 


Marek Grechuta and is Oeuvre — Short Characteristics 

As already mentioned Marek Grechuta is considered as one of the most original artists of 
Polish popular music: he was a singer, songwriter, composer, but also the lyricist who provided 
poetic texts for his own songs. Grechuta was also quickly recognized for original interpretation of 
his own lyrics as well as new reading of Polish romantic and contemporary poetry. At the same time 
in his compositions he combined progressive rock with modern jazz, while not neglecting ethnic 
or classical elements. Despite gaining considerable popularity in the communistic Poland Grechuta 
remained outside the mainstream (of pop music) and his achievements are classified as an attempt 
at mediating between pop and artistic. 

Although he was born in Zamos¢ — a small and rather provincial town in the eastern Poland, 
Grechuta’s professional life was always connected with Krakow where he studied architecture at 
the Polytechnic University. It was there that he, together with a composer Jan Kanty Pawluskiewicz 
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(b. 1942), founded in 1967 a cabaret called Anawa' (fig. 1). The group — whose members where 
originally chiefly Krakow undergraduates — usually performed poetic lyrics (by the most prominent 
Polish poets) accompanied by comparatively complex musical arrangements, involving the use of 
classical instruments’. 

Quickly rising to the national fame Grechuta left Anawa in 1971 and went on to found his 
own, this time more experimental band, under a volume speaking name: WIEM (W Innej Epoce 
Muzycznej, which translates as In a Different Musical Epoch — the acronym ‘wiem’ means also 
in Polish I know’). Together with such musicians as the guitarists Pawel Scierafski and Antoni 
Krupa Grechuta experimented with fusion jazz and improvisational practices performing his origi- 
nal lyrics as well as contemporary Polish poetry (e.g. by Leszek Aleksander Moczulski, Tadeusz 
Sliwiak and Ryszard Krynicki). After this experimental period Grechuta successfully continued 
his solo career’. 

Grechuta was well recognized in Poland already in the very early 1970s and he continued to 
be the well recognized figure in the 1980s — some of his songs became wide known hits. He was 
evaluated as an artist who developed his unique style characterized by the use of poetic and literary 
elements in the lyrics with easily remembered, catchy tunes. In the later stage of his carrier he wo- 
uld often resort to the technique of declamation consequently recitative —like fragments appeared 
more and more frequently in his songs. 

From the beginning of his artistic activity Grechuta was not associated with the mainstream 
pop music but rather with a niche connected with singing poetic texts. This type of singing has al- 
ways been highly esteemed and cherished in Poland with many festivals and contests organized for 
this form of artistic expression. Sung poetry is considered close to so called actors’ song [piosenka 
aktorska| and often viewed as a part of the same stylistic movement. One of the venues where this 
kind of song developed was a legendary and well renowned Piwnica pod Baranami established in 
Krakow by Piotr Skrzynecki in 1956 whose associates were, among others, Marek Grechuta and 
Ewa Demarczyk — especially popular among artists performing sung poetry. Sung poetry is consi- 
dered to be characterized by melodic tunes and the predilection for poetic lyrics. Texts are either 
authored by the performers themselves or adapted from Polish poets. Hence this type of singing 1s 
sometimes, rather commonly described with a poetic expression as ‘kraina tagodnosci’ [the coun- 
try of delicacy] and is also considered to be developing in close connection with students’ culture. 
Simple tunes, and usually unsophisticated arrangements (subject to available instruments) as well 
as uncomplicated tonal harmony help to underline the message of the lyrics. 

The fundamental question appearing while discussing the genre of sung poetry is that of its 
classification. Does it still belong to the realm of popular music? The common assumption, at least 
in Polish context is that sung poetry cannot be viewed as a typical pop genre. Yet, at the same time 
it is not considered as elitist: it somehow elapses straightforward classification and falls victim to 
the long standing division into popular and artistic music. Music theorists have been clearly distin- 
guishing popular music trends from art music, saying, for example, that the former one is consid- 
ered to be of lower value and complexity than art music, and can be accessible to large numbers of 
musically uneducated listeners. Some academicians like Roger Scruton, a philosopher and theorist 
of culture, even criticized popular music, asserting that by failure to actively engage audience and 
without stirring their emotions pop music is, in principle, intended for unsophisticated members of 
society (Scruton, 2006). However, quite a different view was forwarded by an American researcher 
Richard Shusterman in his Pragmatist Aesthetics: Living Beauty, Rethinking Art where he defended 
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popular music seen as a form of life and reaction towards the reality (Shusterman, 1998). Yet, for 
me the most convincing seems the standpoint taken by a British composer Michael Tippett who 
commented upon the issue in the following fashion: “The enjoyment of popular art, in my opinion, 
is much more often of the same kind as the enjoyment of the more serious art (though not of the 
same quality) than snob circles like to think. [...] there is indeed a great deal of jazz and rock where 
the dissonances and distortions of voice or instruments, the energy and passion and often brilliant 
timing of the performance, combine to produce an enjoyment which is of better quality” (Tippett, 
1980: 24). 


Polyphony in Pop Music or “Polyphonic Pop“ 

It is generally agreed that what is commonly called pop music encompasses a wide range of 
genres with various compositional practices. Hence, it seems justifiable to ask whether pop music 
resorts to multi-part singing and polyphonic devices. Considering that the vast majority of pop mu- 
sic has homophonic texture, it appears even more challenging to look for examples of polyphonic 
arrangements within the realm of pop music. It is easy to realize that polyphonic passages are quite 
often to be found in musical theatre, to name The Pirates of Penzance or Rent (,Finale B’ starts ho- 
mophonic yet it moves into polyphony, as ,’ Will I Lose My Dignity”, as well as Godspell (opening 
number ,,Tower of Babel’’ goes into parts near the end), A Chorus line (,One’ — finale), Guys and 
Dolls (“Fugue for Tinhorns”), Chess (,,Quartet”), counterpoint can be heard in Chicago. Further- 
more, polyphonic passages appear in jazz music, to remind the early works by Louis Armstrong and 
Leon Bismark Bix Beiderbecke (New Orleans and Chicago style jazz). Many of Charles Mingus’s 
compositions use riffs that build one on top of the other into a rather dense polyphonic texture. Yet 
the most challenging task that remains is to identify polyphonic passages in popular music, also 
because the texture of songs’ sections that refer to polyphonic solutions resemble more that of a dia- 
logue. And yet, this unique quality in which pop music resorts to multi-part provides a clear contrast 
with generally homophonic sonority of pop music, and can be named accordingly as ,,polyphonic 
pop”. Its examples can be found in Glenn Gould’s Solitude Trilogy or Radiohead’s Paranoid An- 
droid (with two strongly independent melodies being sung in the typical place for *polyphonic pop” 
i.e. in the final climax of the song). Examples of “polyphonic pop” come from the variety of genres, 
e.g. can be found in metal music (as in the case of the last half of ‘Little Shop of Horrors’ by Skid 
Row) or glam. Indeed Queen often ventured creating close canonic imitation using time delay as in 
the song “The Prophet’s Song’ or even more popular ‘The Bohemian Rhapsody’. 

With respect to multi-part singing observed in the realm of pop music Joseph Jordania focused 
on the case of the British super - band The Beatles as an iconic instance not only because of their po- 
pularity but also because of their close links with European tradition, among others their acclaimed 
heritage of specific ‘polyphonic thinking’ (Jordania, 2006: 277). The author stresses that George 
Martin — aware of professional harmony rules — was often opposed by other members of the band. 
For them it was not a problem to double the third, or lead voices in parallel fifths. Although prohibi- 
ted in academic harmony these solutions introduced to their songs would often result in innovative 
sound effects that became symptomatic for the Beatles’ originality. 

It should be underlined that the predilection towards the use of polyphony in pop music may 
be connected with regional and national tendencies. As noted by Nino Tsitsishvili finding polypho- 
ny in modern Georgian popular music genres such as pop, rock, and rap can be directly linked with 
the effect of 2001 Unesco proclamation of Georgian polyphonic singing to be a masterpiece of oral 
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and intangible heritage. The author continues by pinpointing “the inconsistency in Unesco’s con- 
ception of culture as uniquely ethno-specific”, and asks why only traditional ethnic forms of music 
can qualify as “intangible heritage” while local adaptations of modern Western popular music such 
as rock, pop, and rap cannot (Tsitsishvili, 2009). While on the one hand polyphony is associated 
with ethnomusicalogical research and connected with attempts at its protection and restoration, on 
the other hand it is still very much present in every day practice (of so called Moderni being the 
fusion of folk and rock styles) proving there is still future for polyphonic singing within the realm 
of pop music. And in that context it is not surprising that multi-part arrangements of pop songs 
for ensembles appear so often and are more and frequently prepared as pedagogical material for 
amateur choirs. Indeed, examples of how such multi-partial arrangements of pop songs for school 
ensembles serve as educational tools can be drawn from the acclaimed American TV show Glee. A 
number of ‘mash-ups’ included into the repertoire of the school choir proved also how funny and 
integrating they can be. Thus it can be openly stated that multi-part singing, polyphonic hearing and 
singing found its new life and is still very much cultivated in the modern world. 


Arrangements of Grechuta’s Songs by the Choir Fermata — Issues and Questions 

In Poland one such an attempt is the album Grechuta niejednym glosem [Grechuta in many 
voices] being an example of how arrangements of pop music can be done interestingly, even al- 
luringly and professionally (fig. 2). Yet it is worth noting that these arrangements are not an easy 
proposition, both for singers and listeners (often accustomed to the traditional version of songs — 
audio ex. 1). 

Since generally there are not many choral arrangements of Grechuta’s songs, the project Gre- 
chuta in many voices should be considered as an innovative venture initiated by the choir Fermata 
that is made up of a semiprofessionals from Kielce working under the conductor Ewa Robak direc- 
tion. The choir (six sopranos, four altos, four tenors and three basses) was established in 1998 and 
since then they have been performing a variety of songs including sacral and patriotic ones, Polish 
carols, gospel and spirituals. 

Grechuta’s widow — Danuta Grechuta who was his close collaborator — is very careful while 
accepting new arrangements of her late husband’s songs, yet she wholeheartedly approved of the 
project. Specially for the choir Fermata and their project Grechuta in many voices original songs 
performed and popularized by Grechuta were arranged by several contemporary Polish composers: 
Jacek Sykulski (3 songs), Pawel Lukowiec (2 songs), Grzegorz Miskiewicz (3 songs), Andrzej 
Borzym (3 songs), and Marcin Wawruk (1 song) (fig. 3). Both — music and lyrics of most songs 
chosen for the album were written by Grechuta. However, it is not always the case as for some of 
the newly arranged songs Grechuta contributed only music, sometimes only the lyrics, and in two 
cases he was merely the performer (fig. 4). 

Characterized by extremely solicitous arrangements songs are full of undeniable charm as with 
this new arrangement, sung by many rather by a single voice, the lyrics gain additional meaning. 
The solo fragments that, nevertheless appear in these new versions are performed both by females 
(Izablea Borek) and males (Marcin Pacek and Maciej Borek) who however, never aim at imitating 
or copying Grechuta’s original singing but rather are inspired by his interpretation (audio ex. 2). 

The arrangements are permeated by typical features of European tradition of multi-part sin- 
ging: parallel thirds and/or sixths between the parts as well we as the prevalence of triadic chord 
relations. Also the low voices often imitate the melody of the high voice to create reduplication. 
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Sometimes the fusion of melodious and backing-up auxiliary parts highlights the tune or the low 
voices enhance the effect of animation. Rarely if ever the high parts and low parts proceed their 
own melody in a synchronized manner. Such a feature was also quite unique in original songs by 
Grechuta. Although he had some professional training in music and could play the piano, he never 
paid attention to harmonic (or as a matter of fact any other) musical rules. In Grechuta’s songs it 
was always the lyrics that gained supremacy over other aspects. For example in the song Wiosna, 
ach to ty (Spring, oh it’s you) the singer narrates the story of his meetings with four seasons, each 
time personified by a young woman. Hence the tune of the stanza is rather simple, without rhythmic 
complications (ex. 1). 

In my informal conversations with Grechuta’s wife I learned that musicians performing with 
Grechuta often complained about ‘improbability’ of his musical ideas. Hence it is quite problematic 
to make transcriptions of his songs, as the results sometimes look quite peculiar to the eye of the 
professionally trained musician. Indeed, Grechuta only jotted down some musical motifs, sketched 
them but the majority of his songs was recorded without proper score. Consequently — his songs 
did not obey the formal rules of harmony unlike the arrangements performed by Fermata choir. In 
Fermata arrangements harmonic elements — because of obvious reasons — gained on importance. 
However, features inherited from Grechuta’s original songs such as ambiguity of tonal centers or 
the use of secondal connections and richness of chordal changes still are contributing to the uniqu- 
eness of these songs. 

While talking about Grechuta in many voices project several issues need to be taken into 
consideration which Joseph Jordania addressed when he discussed the case of the Beatles. The first 
one is the unity of the music creator and the performer as a trait typical of popular music (Jordania, 
2006: 278). In the realm of popular music — even in the situations where the strict division between 
the creator and the performer has been sustained — it is the person of the performer that becomes 
easily recognizable for the audience rather than that of the composer. In that sense pop music 
resembles more folk music. Although Grechuta remained — in majority of his artistic endeavors 
— both the creator and the performer, he also often took the role of the performer of the lyrics and 
music written by somebody else. The choir Fermata took the role of performer only, interpreting 
works created by Grechuta. 

Jordania underlines also how important for popular music is the performance style (Jordania, 
2006: 281). Impossible to confuse with any other, Grechuta’s style — specific melo — declamation 
coupled with motionless posture during live concerts — constituted his uniqueness and became 
emblematic feature for Grechuta. In that respect Fermata performing style is totally different from 
that of Grechuta. Not only is it the natural consequence of the different medium (soloist versus cho- 
ir), but also results from harmonization and most importantly various types of artistic expression 
employed. 

And finally the importance of performance as a social experience should be mentioned. I wo- 
uld argue that for Grechuta it was the performer — audience interaction that mattered most as well 
as possible identification of his listeners with his songs. It was quite frequent that listeners felt (and 
still do) like ‘owners’ of Grechuta’s songs in that sense that they considered these songs ‘theirs’. 
In various informal conversations many Poles, especially those today in their 50s and 60s openly 
admit that they were listening to Grechuta’s songs when they were young and confess that some 
songs still remain their hot favorites, reminding them of their youth, their first love experience, 
etc. Although no research on that topic has been done and no official data has been gathered, it is a 
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common knowledge that Grechuta’s songs belong to the cannon of what one is supposed to listen 
to in Poland. In other words his songs belong to those cult ones that not only our parents listened 
to but also we do. 

However, in case of the choir Fermata the situation is different. The social experience of per- 
forming songs together, i.e. as a group involves an element of obligatory interaction between the 
members of the choir who take delight in singing Grechuta’s songs and enjoy being and working 
together. Sheer fun and joy of interpreting famous songs, participating in the atmosphere of rehe- 
arsals and concerts consolidates the choir as a unity as well as enriches all members as individuals. 

Apart from the above mentioned issues there are some questions that appear in reference to 
new versions of older songs: most importantly the question of their identity becomes relevant. Clas- 
sification of the songs featured on the album Grechuta in many voices may prove interesting since 
songs performed by the choir Fermata can be considered as covers and as arrangements. Indeed 
the term ‘cover’ denotes a new version of a song previously recorded by someone else. There are 
different variants of covers depending on which elements of original songs are altered. Covers can 
slightly change the original, but also may be recorded in a completely new style, with a different 
voice range, or with new (e.g. translated) lyrics. Furthermore, they come as parodies, self —parodies, 
updates, etc. However, since the term ‘cover’ is strictly connected with pop music I would refrain 
from using it while talking about Grechuta in many voices project. Of course, I can see many 
similarities between what the Fermata choir actually did and the idea of cover (for example some 
songs associated with Grechuta were actually only performed by him), yet I would argue these new 
versions of songs should be called arrangements. It is generally agreed that arrangements entail 
the change of performers (Kernfeld, 2002: 539). Gesine Schréder observed that usually it affects 
minimizing and reducing the number of performers, although in this particular case it was... enlar- 
ging (Schréder, 1994-1998: 1329). Malcom Boyd implicitly links preparing arrangements with the 
tendency to simplify the original (Boyd, 2001: 66). Although Grechuta in many voices cannot be 
regarded as a simplification of Grechuta’s songs, but rather should be tagged as artistic expression 
inspired by Grechuta’s oeuvre, or as a proof of inspirational role he had on Polish society. In fact, 
these arrangements of Grechuta’s songs can be viewed as musical re-conceptualization of previous 
works “giving an existing melody musical variety” (Corozine, 2002: 3). 

The last remark in this section brings us closer to the question of the role which multi-part 
arrangements of popular songs may play in the process of music education, both for children and 
young adults. As Jordania noted “to sing in parts for a group of people is generally more difficult 
than to sing in unison” (Jordania, 2006: 205). Hence criteria of selecting pop music to be arranged 
need to be carefully assembled as the the benefits of singing together are obvious: enhancing the 
development of harmony learning, popularizing an idea of polyphonic singing in general, listening 
to each other and learning how to cooperate in a group, assuming responsibility for the overall 
shape of the performance, etc. Multi-part arrangements of pop songs prove a valid tool in music 
education. 


The Role of Pop Music in Music Education — ad vocem 

Yet there are scholars who openly resist the idea of utilizing any pop songs in the process of 
music education. Although the discussion on the role of pop culture and pop music in the process of 
education has had a long history by now, I would like to address it once again concentrating, howe- 
ver, on a Polish situation. This may be considered as my voice in the Polish debate concerning the 
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use of pop songs in music education. One of the symptomatic opinions on the subject was expressed 
by professor Maria Przychodzinska — the well respected expert of music education in Poland. In her 
2005 article entitled Music education today. Ideas-questions-issues she discussed pop music giving 
as examples rock and what she touted as pseudo — rock music (Przychodzinska, 2005: 7-38). Her 
ultimate conclusion was rather negative for she saw no values in pop music, according to her pop 
songs should be predominantly treated as cultural texts or cultural messages. She insisted on the ab- 
sence of structural (the internal features of compositions) and aesthetic values in pop music as well 
as the lack of originality. Taking into an account these objections, I would suggest a sort of compro- 
mise between Polish opponents and supporters of pop music in music education. While considering 
ideological and artistic (objective aesthetic qualities) values of pop music for music education I 
would argue that in the realm of Polish musical culture it is the genre of sung poetry as represented 
by Marek Grechuta that is as a perfect combination of all the features reserved for artistic and pop 
music and may be utilized even by those skeptical about the usefulness of popular music for music 
education. And since one of the most important issues Przychodzinska considered was the omnipre- 
sent Anglo-American influx dominating Polish market that — willy nilly — encouraged teachers to 
look in that direction, it is the most obvious solution to turn to domestic musical tradition. 

I would like to stress that although I am personally convinced of the positive effects which 
multi-part singing of pop songs may bring to students I also understand the objectives raised by 
Przychodzinska and strongly feel that songs by Grechuta — as valuable propositions (melodically, 
structurally and also in respect to poetic lyrics) — not only deserve to be arranged in multi-part form 
but also should be popularized in schools and other institutions of music education. Thus we could 
propagate high artistic values thereby enabling students to learn how to sing better, to understand 
harmony in practice, and also encourage them to get to know more about their own cultural heritage. 


Notes 


1 The name was a polonized version of a French term en avant 
2 With Anawa Grechuta recorded for example 1970 Marek Grechuta & Anawa 


3 In spring of 1971, with a significantly expanded lineup, the band recorded Korowéd [Procession]. 
Fusing chamber music with folk, progressive rock with jazz, this album is regarded not only as one of 
the most important recordings of 20th century Polish music, but also one of the most original European 
pop/rock records of the early ,70s. Next they recorded Droga za widnokres [Road Beyond the Horizon| 


4 His rich discography includes among others such albums as: 1974 Magia obtokow [Magic of the Clo- 
uds|; 1977 Szalona lokomotywa [Crazy Locomotive]; 1979 Piesni M. Grechuty do stow Tadeusza 
Nowaka [Grechuta’s Songs to Tadeusz Nowak’s Lyrics]; 1981 Spiewajqce obrazy [Singing Pictures]; 
1984 W malinowym chrusniaku ([In the Raspberry Brushwood] ; 1987 Wiosna — ach, to ty! [Spring — 
Oh, It’s You! |; 1989 Krajobraz peten nadziei (Landscape Full of Hope]; 1993 Jeszcze pozyjemy |We 
Will Live]; 1994 Dziesieé waznych stow [Ten Important Words]; 1998 Serce [Heart]; 2003 Niezwykte 
miejsca [Unusual Places | 
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Audio examples 
1. The original version of the song Wiosna, ach to ty (Spring, oh it’s you) by Grechuta. From his album 
also entitled Wiosna, ach to ty (Spring, oh it’s you) recorded by Polskie Nagrania ,,Muza”, 1987 


2. Arrangement of Grechuta’s song Wiosna, ach to ty (Spring, oh it’s you) by the choir Fermata. From 
the Album Grechuta niejednym gtosem (Grechuta in many voices), 2012 
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bLeaymoan 1. 3950%9 56535 1971 Bgemb ((396GGdo — d9%Qq3 aAMOAyY@s). 909 SQZSz0b QmBor 
Figure 1. Cabaret Anawa in 1971 (Marek Grechuta in the centre). Photo by Adam Bujak 


Loyiomn 2. 93.96dsGob sedmdo Grechuta niejednym glosem (3696485 I6530c~ b8sdo.) 2012. 
b3emo: dobgoz 84@sJd760 

Figure 2. The album Grechuta niejednym gtosem [Grechuta in many voices] by Fermata, Skata: 
Mystic Production, 2012 
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LeyMonn 3. ajbeo ,93g9MdoHo"%. WsoMbes 1998 B9eEmb: 94gbo bo8mHs6m, mobo smo, mobo 
&g6mMMo ews boda dob6o — bobgAZMsEsMmggbLambse~mg|d0 309M (39—d6, CAMAYMM 935 MMds30 
Figure 3. The choir “Fermata”. Established in 1998: six sopranos, four altos, four tenors and 
three basses — semiprofessionals from Kielce working under the conductor Ewa Robak 


LyyMonn 4. aM AN Bob LodmgM dob sbs~@mo sHobyoM dgd0b boo 
Figure 4. The list of newly arranged songs of Grechuta 


Title of the song Original music by Lyrics by Arranged by 


Muza pomyslnosci Marek Grechuta Marek Grechuta Jacek Sykulski 
/Muse of happiness 


Bedziesz moja Pania/ | Marek Grechuta Marek Grechuta Pawet Lukowiec 
You will be my lady 
Niepewnosc¢/ Jan Kanty Adam Mickiewicz Grzegorz Miskiewicz 


Pawluskiewicz 
Uncertainty 


Motorek/Small engine | Marek Grechuta Jozef Czechowicz Andrzej Borzym 


W dzikie wino Jan Kanty Marek Grechuta Andrzej Borzym 
zaplatani/We are en- | Pawluskiewicz 
tangled in wild vine 


Ocali¢ od zapom- Marek Grechuta Konstanty Ildefons Grzegorz Miskiewicz 
nienia/Save from Gatczynski 
oblivion 


Nie dokazuj/ Don’t Jan Kanty Marek Grechuta Grzegorz Miskiewicz 
tease, my dear Pawluskiewicz 
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Dni, ktérych nie 
znamy/Days, which 
we don’t know 
Wiosna, ach to ty/ 
Spring oh it’s you 


Jan Kanty 
Pawluskiewicz 


Marek Grechuta 


Marek Grechuta 


Marek Grechuta 


Pawet Lukowiec 


Andrzej Borzym 


Czy to pies, czy to 
bies/Is it a dog or is it 
a devil 

Spij - bajki Snij/Sleep, 
dream fairy tales 


Pomarancze 1 man- 
darynki/Oranges and 
mandarins 


Marek Grechuta 


Marek Grechuta 


Jan Kanty 
Pawluskiewicz 


Antoni E. Odyniec 
and Juliusz Stowacki 


Marek Grechuta 


Julian Tuwim 


Asasmoan 1. Lodmgmob ~, go b09byemm, gb d96 boH Bobga0 


Example 1. The tune from Spring, oh it's you by Marek Grechuta 


Jacek Sykulski 


Jacek Sykulski 


Marcin Wawruk 


Fa a aaianinae 


Dzi-siaj ra - 


no nie - spo - dzia - nie 


za - - do 


mych drzwi, 


weze-snie}] niz 


o - cze-ki - wa-lem 


przy-szly te cie - 


zdja-lem zniej zmo - 


kni¢-te pal -to, 


po - sa - dzi-lem 


vis a vis 


za-pach-nia - lo 


Za - ja-Snia - lo, 


= 


wio-sna, ach to ty 


wio-sna, 


Wlo-sna, WI0-sna, 
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L913) SIGEHNINAI 
(LdISHOIBILY) 


DMNILNN SMOQNGNILN IM9B9VbINSEMSS VS HOT SHSMHVM9 
(LMGNMAMSNIEGN V933NMBISNL BILI3BIIN) 


DgILMNEMAdmmabs Eo ALIZEG@aL YMoagMomdoal BMmdemgdo AggmM]gZ9MOd YyMo~~m|- 
dob joMao bobos a8yHmdb, dogMsd JoMayem gnbmdgbogmemmansda daobo bLbgo@obb3s 
ob394Go0 dgqbbogmgemons. babsde@gdomg bsdMmdo 9d boMgZg9ba0b dagbgd0b gMam-ghmo 4(3- 
~IMMedds. 

Jomanmo boembamo Agqbogs @mgh f3g96b Jggyoboda abS Mgbob bogmgdmdob bsde- 
Z0cmoe@ oH ogab, Myd(30, Aqbogob bLbgo JodoMaymydgdobsa06 go6bbg039d0m, |mm3- 
mmmMoab dbdgbgmmes Ma(3630 93 My aby Ca@os. bo~mbyM ANLagob EMm|b Lofomaggmmda 
mogabo ALIgF6gE@a By93b, Hmdge@a(3, daMaMsQsE@, sbs~M|sbMES Momdob ImMdmgMom-dao- 
mmdmgdabs ~Es Joma JgamdMgdoboas6 dgw@agGd9. Joma IAG gLMds JoMaqm &Mo@o- 
(0q@ Aybogob BaMggmoe@ GHodoMdo, Logo~mmdmydom ao9(36m, dgI@Ia, 30 BrMEmjzemmmH- 
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SOPO KOTRIKADZE 
(GEORGIA) 


GEORGIAN TRADITIONAL POLYPHONY AND YOUTH 
(THE RESULTS OF SOCIOLOGICAL OBSERVATION) 


The relationship between performer and listener has attracted scholars’ attention for a long 
time, however various aspects of such relationship has not been studied suitably in Georgian ethno- 
musicology. The presented work is an attempt to cover the existing gap in this area. 

Today Georgian folk music does not lack interest in our country; however, unlike other 
branches of music the number of folk music listeners is not large. Folk music listeners in Georgia 
today mostly consist of young chanter-singers and their friends. Most of them became familiar with 
Georgian traditional music as church hymns at the church; later they became active listeners to folk 
music. Periodical attendance at folk music concerts has shown that a different audience is seldom 
encountered here. This is a kind of “closed sphere”, where both performers and listeners are mostly 
the same people. 

In Georgian ethnomusicology almost no-one has been especially interested in the subject of 
folk music listeners. The exception is Rusudan Tsurtsumia in her article “Georgian Polyphony in 
Contemporary Socio-Cultural Context” (Tsurtsumia, 2008) According to the existing “attitude to- 
wards polyphony” the author divides Georgians into three large groups: 

1. Bearers of polyphony; 

2. Users of polyphony; and 

3. People with a neutral attitude to polyphony. 

Under “users of polyphony” the author implies the people whom the ethnomusicologists call 
ethnophores or tradition users and “people with a neutral attitude” — those for whom Georgian 
polyphony is of no cultural value. I believe that in our country the number in this category is very 
small. The scholar extensively discusses the second category, the users of polyphony, dividing 
them into two subgroups: active and passive users. In Tsurtsumia’s opinion active users of po- 
lyphony are ensemble singers and ethnomusicians, under passive users she implies listeners to folk 
music. According to Theodor Adorno’s classification in the sociology of music, Tsurtsumia groups 
Georgian folk music listeners as folk experts, good, intelligent and emotional listeners (Tsurtsumia, 
2008: 627-628). It should be said this is the only such classification of folk music listeners so far, 
based on Adorno’s method. Though I think a perfect classification of folk music listeners will be 
possible only after a separate study of listeners to folk music — people of various social strata, their 
“musical taste’ and repertoire. Such a study might contribute to the increase of a wide audience’s 
interest in traditional music. 

Familiarization with folk music should begin from childhood. Educational institutions, name- 
ly schools, play an important role in this. Out of the few folk institutions one of the most oriented 
towards education is the State Museum of Georgian Folk Songs and Musical Instruments. Every 
day several public schools visit the Museum, where pupils have the opportunity to become familiar 
with Georgian folklore and obtain information on folk songs and instrumental music. 
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The next step is tertiary institutions. During my research I was focused on the level of stu- 
dents’ awareness of traditional music. 84 students (72% girls and 28% boys) took part in the survey 
from four higher education institutions (I. Javakhishvili State University, Tbilisi State Conserva- 
toire, Caucasian University and the New University). Most (55%) had no special musical educa- 
tion. They were provided with special questionnaires to find out whether they listened to one of 
the three branches of traditional music (folklore, urban music, sacred music), which one was given 
priority, how often they listened to folk radio and visited a special site of folk music (alazani.ge) 
etc. In the case of a negative answer, they were asked to specify the reason. The survey yielded very 
interesting results. 

When asked whether the students listened to traditional music, the majority (63%) gave a 
positive answer. From the three branches of traditional music, priorities were distributed as follows: 
first place - folk music (44%), second place - sacred music 38% and third — urban music 18%. We 
were also interested in where the students listened to traditional music. In this respect the internet 
was a leader (31%), concerts came second (24%), then came church (22%), and radio (12%); the 
percentage of students who used special records and CDs was the lowest (11%). 

It is worth noting that the majority of the survey participants (63%) had never heard about 
the folk songs site and folk radio, while the majority of those who had heard of them (57%) never 
used them, some of them used them rarely (28%), and the number of those who listened often was 
very small (15%). 

I also wanted to know why the students did not listen to traditional music. It turned out that 
the majority of respondents (64%) preferred other kinds of music, 32% stated that they just do not 
like traditional music. Lack of information was named by a very small number of students — 4%. 

In my opinion, the most interesting portion of the research was when I asked students to name 
the favourite folk groups and individual folk singers known to them.. The results were quite diverse: 
among the 60 named singers, there were representatives of the old generation (The Kavsadzes, Var- 
lam Simonishvili), State Ensembles (“Erisioni’, “Rustavi’’, “Basiani’”’), folk groups which are close 
to authentic performance (Sakhioba, Didgori), folk singers (Hamlet Gonashvili, Nugzar Fsuturi, 
Giorgi Ushikishvili); urban folk groups (“Kartuli Khmebi”, “Shvidkatsa”) and urban folk singers 
(Gogi Dolidze, Lasha Ghlonti). In addition, among the followers of traditional music the represen- 
tatives of contemporary pop music were named too, whose music is mostly perceived by people 
as folk music, e.g. Mariam Eliashvili, Nino Basharuli, the groups “Metekhi’”, “Bani”, “Ursa”, also 
“33a”, Nino Katamadze and others. 

According to the survey results, students are not well aware of the sphere of traditional music. 
The majority prefers other kinds of music. Some of them perceive samples that have nothing in 
common with traditional music as examples of folk music. In this regard, the main problem is lack 
of information. 

I will attempt to spell out the possible ways to overcome this problem: 

Bachelor students of Ilia State University are offered various courses in Georgian traditional 
music. Studying these subjects help them have opinions about Georgian music: they get theoretical 
as well as practical knowledge and develop certain skills. Taking such courses in music does not 
demand special education, which makes them acceptable for any student. The introduction of sim- 
ilar courses at other universities would contribute to the growth of the young people’s awareness 
and interest in folk music. 

Alongside special courses of lectures, the Music Centre of Ilia State University periodically 
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organizes meetings with different folk ensembles. The students become familiar with folk ensem- 
bles that are closer to authentic performance and their repertoire, which also helps to increase their 
interest in folk music. 

It is also necessary to increase the interest of young people in folk music, besides pupils and 
students. I believe institutions of folklore should by all means establish close contact with various 
layers of society. In the first place, they should study the level of information in folklore of people 
from various social strata, for instance: whether they listen to folk songs, which folk ensembles 
they know, what kind of repertoire they like, etc. After this it will be possible to carry out specific 
actions; this could be lecture-concerts, meetings, discussions, etc. 

When discussing these issues we came to a very significant topic — society’s musical taste or 
“What do people want?” At this time the “folklore provider”, may compromise a bit, for instance: 
attract people’s interest to the transformed examples of traditional music by the inclusion of the 
examples - known and demanded by the society, followed by the supply of the traditional product 
approximated to the authentic. 

Besides concerts, lectures and various events, today’s mass media plays a most significant role 
attracting listeners. There are several sources for the popularization of folk music in Georgia. Lately 
a special TV program has been added to folk music programs. Despite this, I think listeners are still 
less informed. Society takes pop songs such as Aqvavebula Aragvze Deka, Magnolia, Shenma Surv- 
ilma Damiia, etc, as well as the repertoire of the singers like Davit Kenchiashvili, Mariam Elieshvili 
and other pop singers as folk examples — songs that resemble folk songs only by some regularities 
of musical language, otherwise they have nothing in common with folklore. The abundance of such 
a repertoire in the social network testifies to society’s demand and interest in folklore. 

In conclusion it can be said that the role of the media and folk institutions is equally important 
to increase the interest and level of information of a wide audience in folk music. I think systematic 
folk concerts and festivals, as well as meetings with the representatives of different social layers, 
and lecture-concerts, will by all means yield the desired results and help increase the interest and 
the number of folk music listeners. 
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1997, OCORA C 560112, 1 CD 


3. amfog ob30Mmg30, Dastgah zabul Segah. amBog sbgoGmgo. sbgMdoogysbyemo HMow@oyoymo Iy- 
Lago, 329m(39d0%9 Iqdomdes LobydoM dogaMmge. &yMobo, 2012, Felmay Records, fy 8183, 1 CD. 


4. 9m0d_ Jobo0dmgo0, Zarbi Uzzal. se0d Jobodmgo. sdbgMdsnxobo. L’art du Mugham, 3o%0%o, 1997, 
OCORA C 560112, 1 CD 


5. sad Jobodmgo, d30M%3{96 J8aggbAgbo. send Jobodmgo. LaygoMyemob MMIs m3g906g9, doobob 
M5639 80, 2000, Network 34.411, 1 CD 
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13. SSQIVS dS (OTIMIIOIN) 


1. Jodobhab RoMame gogM3gemgoqmo Bymdo ~s LIQZ7b»MA oObG& AMZ0~EMg60, Jodobhoby ~og3Mob 
CoEMbHoGob mbds6 8o3mM~mmMomayb dobMymgdom, LojboMs bmMHmbo, 1929, RobgMoemos b&od- 
dygemab gmbbgM308mmMoab dagh 


2. agemydob Bymdob bodqdo, 8obo6 LombgMo, 1950-ns60 Bemgdo, yomoegbobab sneomseMogo 


3. E533MOb sboema GyJ6og0b Iogomoamn. gMJob JgmgbxXo, gemgdGMm Jodobho, 2014 yomoegbobab 
omcamoeMJago 


14. L3NME (HAIN) HKSESILVSIBNLN (LdddH01BIVM) 


1. Codice Calixtino — Codex Calixtinus — Cunctipotens genitor Deus — dosbg4%g6 353 gomogb8obsyb Il-b, 
IQs bLoygybggdob bLodbdosbo ImeEmagmboob gMm-ghan 80M%3ge0 (36mdo~@o bodydo (https://en.wiki- 


pedia.org/wiki/Codex_Calixtinus). 6odq4da smgdqemne 0689698-339%@0~@6: https://www.youtube.com/ 
watch?v=qnoe2_AmxoQ 


2. Organum — Congaudeant Catholici — 9006996 dogobGMH smdgM8gbb 8Moboeo0b, Igo Loygwy6g9d0b 
bodbdosbo 8mmagmboob gMm-gMao 80Mgg7e~m0 (36mdo~a bodydo. https://en.wikipedia.org/wiki/Codex. 
Calixtinus. badsydo omgdqemos 068)9698-339Me@0~@06: https://www.youtube.com/watch?v=d5nkx8m0F6QO 


3. Verbum Patris Umanatur — XIl bow 3qbob mMbdosbo AgmoddIsGa3yMo MMasb do. bodqdo omgdqmos 
https://www.youtube.com/watch?v=ShNPEnkqCcA 


4. 3068063 9999 (Joan). CD: Josaye@o bomb yma bLodegms. sbbsdde@o ,Myjboog0* (CD-VI, #7). 
2009 6. 


5. gobo, gobo (Jaman). CD: 380 Joma yma bomb yMo bodegms. sbboddeno ,Myjboogo“. 2015 6. 
6. Jomanmao doyamo. CD: 380 Jomayemo bombymo Lodmgms. sbbodde@mo ,Myboogo". 2015 6. 
7. JoHawmyao dsgmamo. CD: 380 Jomaymo bomb amo Lodmgms. sbboddemo ,Mybomogo". 2015 6. 


8. 89%mB8nbo. boddsgo mMaobyIo Pascha nostrum immolatus. XIl-XIll b.b. https://www.youtube.com/ 
watch?v=ba5LXi760D8&feature=youtu.be&t=5m37s 


9. Momo(30Mq bgdbLoM MZ0baM. sSMEaMdOL gmbe@o30. bdo 8. JgdmAdg7@ob Lymm. CD |. mdo~obob 
Bdagw@s Lodgdab jomgeMsmab LodsGMasmJr gj6eo [2012] 


10. d96 gago~mda (qeoModo, 1895: 124). Bamgab g3JoMabGoyqmoa gobmbob bLogommdgmo. agonal 
b3memo, ,390d3969dqm0". CD |. mdomabab 6doe@s bsdgdob gomgeMomab bodioSMosMJrm axjbe@o [2012 


15. BOS69b IMIBSENdI (LOdSHNIBILM) 
1. Logmodqgmab Bymds Eo goammyaMa IAmeEym@s(300 Lomsdymg 
2. MMHH]HMoJIMME0s60 daMomsen dsagMomMoga — dgMbYydyemn 3o~mm 


3. B°YMBommo G9OM 
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4. LmAmymaRama jgomm 


5: eEMmGage~o gor~mb JoMaymn DoymHymo dabha~mmds MHS GHMoJmMe@osbh aosymoRam gommdo. 
Logommdgema 6dabw@osm AMbsdg9m. 35Ed—M(3990qm0 0H H]d gHJrdood3am~mob Bagh. Cos(34mos Mdo~moboab 
babgemdbagm gmbbgM3g0GmMaab JoMaqmo bomb amo IgqbogomyMa dgImMAdg@gd0b modmMoGmMoab 
oH Jog3do 


6. Logommdgmna gobsmme@n, go6oMM™MoO. asE9M(39d4EMn _9H%HQI gMJmdoodga~mob dagM. wo 3zjenn 
ndamoabob bobgemdbagm gmbbyMZoGmMoaab JoMaymo bombo AgnbogomyMo IJgdImMAdg~egd0b ~modm- 
MoeMoob o403do 


7. Hogqemo boembyMo Lodmgms doyMayena hbog30d9-aModmb 94b3ge@0(300@96, 1967. 6-89dd9 ao~smg- 
dona 9. gMJgo06o0dab dog. Es3qemos Mdamoabob bobgmdboy mM ymbbyMZ08mMaob BMowea(30%0 
IMogoembdosbmdab 33mg30b LogMomsdmMabm (396&Mob sMJo3do0 


8. bymboegbyMosba BMsbgd0 A7MMD jo~m-Hmbse~mmdab gRoMam|ddo, aobmmoagdyona Lhgow@obbge 
bog 96Mb5 


16. BIGIBNS TIGHMBN (6MH35809) 


1. G0M%56 30609 — sbMyengd96 Bomy JMLGoboRo Es ambod8 IsMohohn, RobgMagmons L&oMs d9d30do, 3j6- 
dma 3M, bmMBZ080, 1995 


2. Lodges — 939396 0306 Moe@nho ws 0306 8930Roh aggommahg30, RobgMogmos amb obo 3do, emdmo- 
Bo, 3bdyyemn 3M3, bmMBZ0800, 1995 


3. abGGayqa@o bLoynGs — 0396 IH GBoh-GAmbyagmgab bLoy\mMSHg806m bsbsMdmgdgd0, sbMyemgdb 
HIM Qbo B4gMMBZ0. RobgMamos MyGHaQMbob ~bagqMboG J Hdo. boysMyjbb3030, odd. 2011, JoMBo: 


3.1. bs gd0 839696 boggenb; 

3.2. dMdmems/E5dMI69d9 ab8Mosd0; 

3.3. d0693d0/maMoagaymo IgemmoN0; 

3.4. gAmosbds ImdMsmdodo/eamab LodagMs eo IoMdo 


4. 6965 — sbMymgdb GM dbo 3479MMgZ0, RobgMamoas MyGHa_gMbob qbo3g9MbaG]j8do. boxy-dMybb3030, 
04d. 2011, dso 


5. fo&gdob bse@ado — sbMymgdb HM 7b 3y3MEMZ0, RobgMamMs MyGBagmbob qbagqMboG do. 6bo- 
4ydMyj6b3030, odd. 2011, domBo 


17. 065 30MBAM3L5 (8SMLMEININ) 


1. bodegmob Wiosna, ach to ty (m, g5b093b4em™, gb d76 bo) MHoagabsmyMa gg9Mbos aMghay®ob 
IgLMymgd0m, 09939 LobgmBmeagdob smdmIdn@ob. hobgMamos 1987 6. Nagrania “Muza’-b dog® 


2. Lode gms Wiosna, ach to ty (~m, gob093byemm, 9b d96 65M) axyOeo 99MdGob sMobyoMgd0m. oc- 
dmdo~@e6 Grechuta niejednym glosem (369675 IGo30e bdsdo), 2012 
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LIST OF AUDIO EXAMPLES 


01. GORDANA BLAGOJEVIC (SERBIA) 


1. Ked’ sa Kristus narodil (When Christ was born). CD Jezisi moj, zachran ma (My Jesus, save me). 
Choir of the Slovak Evangelical Church in Padina (Serbia) 


2. Zaznej piesen (Let the song be heard). CD Budme laskou spojeni (Let the song be heard). Choir of the 
Slovak Evangelical Church in Selenéa (Serbia). Recorded in March 2007 in the Slovak Evangelical 
Church in Selenéa (Serbia) 


3. Hospodine, Boze nas (O Lord our God). CD Naboznij spev mojej duse. Author of the melodies and 
texts: Dr. Fr. Jan Valent. Recorded in March and April 2012 in Novi Sad (Serbia) 


4. My sme ruky Bozie (We are the hands of God). CD Pane, pocuj mdj hlas! (Lord, hear my voice). Jouth 
Choir of the Slovak Evangelical Church in Padina (Serbia) 


02. CHRISTER IRGENS-M@LLER (DENMARK) 

1. The “standart” song, recorded in the village of Mondesh by wife of Edelberg, 1964 
2. The song recorded in the village of Zh6nchigal by wife of Edelberg, 1964 

3. The song recorded in the village of Vaigal by wife of Edelberg, 1970 

4. The rhythmic chant recorded in Waigal by wife of Edelberg, 1970 


03. MARINA KVIZHINADZE (GEORGIA) 


— 


. Sharatin (Abkhazian ritual, wedding round dance) — a stage example created by Dzuku Lolua from 
different variants of the song. Performed by West Georgian choir directed by Rema Shelegia, soloist 
Noko Khurtsia, archival recording of the 1940s.Taken from the CD: Georgian-Abkhazian folk Songs 
(unique recordings of the 1930s), 2005. Released by the International Centre for Georgian Folk Song, 
Athen’s Georgian Institute, and Hellinic-Georgian association “Dioskuria” 


04. TAMAZ GABISONIA (GEORGIA) 


1. Posibutbut. Bunun Men’s Choir. https://www.youtube.com/watch?v=X2cY elr3zCOQ 
2. The Music of the Spheres. Tibetan Singing Bowls. https://www.youtube.com/watch?v=Bcka0wrnl ok 


3. Mongolian Homey. https://www.youtube.com/watch?v=A 1KzgJAvS8M 


4. Australian Didgeridoo. https://www.youtube.com/watch?v=V gwsGjRk61M 


5. Tibetan and Nepalese Nuns singing. https://www.youtube.com/watch?v=G4jA QrHPHFw 


6. Georgian song Chakrulo. https://www.youtube.com/watch?v=4s Wsuc223uk 
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7. Tibetian AUM MANTRA. https://www.youtube.com/watch?v=eW0xS Vw2gXc 


8. Mansi & Khanty Tumran (Vargan). https://www.youtube.com/watch?v=PDqgC420R900 


9. Ukrainian song Oi, davno, davno, (Oh, long ago). https://www.youtbe.com/ 


watch? v=wAfBO9vVMwt4 


10. Georgian Naduri song Jikurai. https://www.youtube.com/watch?v=AeCyvRg0vb0 


05. NINO NAKASHIDZE (GEORGIA) 


e 


ios) 


. Kriste Aghdga (Crist ise risen) — West Georgia mode, Easter Troparion. 1917. Puchheim. Performed 


by Alexandre Korkelia, Ermile Kurava, Vasil Khubulava 


. Alipasham gvighalata (alipasha betrayed us) — Acharan-Gurian epic song. 1917. Munster. Performed 


by Atanase Gegelia 


. Alipasha — Acharan-Gurian epic song. 1918. Sagan. Performed by Domenti Goguadze, Viktor Megre- 


lishvili and Grigol Khorava 


4. Namgalo (my iron sickle) — Kakhetian, work, sickle song. 1918. Sagan. Performed by Sardion Gogelia, 


Domenti Goguadze, Varden Dadiani, Teodore Targamadze, Kalistrate Kankava, Viktor Megrelishvili, 
Mikheil Kiria, Nikoloz Qazbegi, Platon Shervashidze and Grigol Khorava 


. Chveni tskhovreba (Our life) — Urban, table song. 1917. Puchheim. Performed by Alexandre Korkelia, 


Ermile Kurava, Vasil Khubulava 


. Ortav tvalis sinatlev (Light of my eyes) — Urban, lyrical, love song. 1916. Mannheim. Performed by 


Giorgi Nalekrishvili (Nareklishvili) 


06. OTAR KAPANADZE (GEORGIA) 


a 


ios) 


Nn 


. Perkhisa — Gudamagari, village Chokhi, “Pirimze” shrine. 22 May, 2012, soloist — Tedo Bekauri (Cult 


servant), bass — Otar Kapanadze (recorder). Archive of the State Folklore Centre of Georgia (further 
ASFCG) 


. Perkhisa — Gudamagari, “Saghmrto maghali” shrine. 22 July, 2012, beginner — Nodar Aptsiauri (Head 


of the Community), ASFCG 


. Perkhisa — Pshavi, Beri Kopala shrine, 28 July 2012 beginner Ioseb Kochlishvili (Cult servant), AS- 


FCG 


. Perkhisa — Mtuleti, village of Chitaurebi. 24 November, 2012 performed by Lado, Archil, Giorgi and 


Gogi Gogishvilis, ASFCG 


. Jvari Tsinasa — Mtuleti, village of Chitaurebi. 24 November, 2012, performed by Lado, Giorgi Archil 


and Gogi Gogishvilis, ASFCG. 


Chona — Mtiuleti, village of Kvesheti. 27 April, 2012, performed by Tamar and Rusudan Narimanid- 
zes, ASFCG. 
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7. Chona — Mtiuleti, village of Lakatkhevi. 27 April, 2012, performed by Elisabed Jermizashvili (origi- 
nally from the village of Tskvere) 


8. Chona — Mtiuleti, village of Chitaurebi. 24 November, 2012, performed by Elisabed Jermizashvili 
(originally from the village of Tskvere), ASFC 


9. Chona — Mtiuleti, village of Tskhvedieti, 28 April, 2012 all three voice-parts perfomed by Tedo Apt- 
siauri, ASFCG 


10. Perkhisa (Risudarale) — Mtiuleti, village of Lakatkhevi. 27 April, 2012, performed by spouses Va- 
lerian Karchaidze [mtkmeli (second voice)] and Elisabed Jermizashvili [modzakhili (first voice)] and 
Otar Kapanadze (bass, recorder), ASFCG 


11. Kapia — Mtiuleti. 27 April, 2012. Performers: Grisha Narimanidze (soloist), Pavle Burduli (soloist) 
and Gela Burduli (bass) from the village of Kvesheti, ASFCG 


12. Kapia — Gudamagari, village of Chokhi. 28 August, 2012, perfprmers: Grisha, Rezo and Ivane 
Chokhelis, ASFCG 


13. Shairebi (comic verses, with panduri accompaniment) — Dusheti District, village of Davati. 21 
March, 2012, performer Ilia Vardishvili, ASFCG 


14. Song on Tushetian tune — Khevsureti, village of Ardoti, 10 Yune, 2012, performer Dzilo Zbiadauri, 
ASFCG 


15. Song with garmoni accompaniment — Mtiuleti, village of Kvesheti. 26 April, 2012, performers Je- 
mal Beniaudze [m¢kmeli (second voice) and garmony pleiar] and Patima Bekauri [ modzakhili (first 
voice) ], ASFCG 


16. Keto midis tsqalzeda (Keto is going to get water) — Mtiuleti, village of Chitaurebi. 23 March, 2012, 
performers Lado, Giorgi, Archil and Gogi Gogisgvilis, ASFCG 


17. Shatilis tsasavit (Like Shatilis sky, with balalaika accompaniment) — Duhseti District, village of Sash- 
aburo, 23 March, 2012, performer Mamuka Aludauri (from the village of Samkhati), ASFCG 


18. Giorgi Basilahsvili’s author’s song (with the accompaniment of chromatic panduri) — Gudamagqari, 
village of Chokhi, 28 August, 2012, perfomer Giorgi Basilashvili (from Dusheti), ASFCG 


19. Urban song (with garmoni, duduki and doli) — Gudamagari, village of Chokhi, 28 August, 2012, 
perfomers from Tianeti: Gocha Chokheli ( mtkmeli and garmoni pleyar), Jemal Tskhaoshvili (duduki) 
and Amiran Mosakhlishvili (doli), ASFCG 


07. GIA BAGHASHVILI (GEORGIA) 
Materials are preserved at the Archive of Georgian Folk Music Laboratory of Tbilisi State Conservatoire: 


1. Mitvia livlivze (Counting song) — village of Glola, Oni District, recorded by Mindia Zhordania, 1962; 
performer Natasha Bidzishvili, expedition tape #145—02 


2. Mitvla prinvelze (Counting song) — village of Glola, Oni District, recorded by Mindia Zhordania, 
1962; performer Bidzishvili, expedition tape #145—03 
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3. Gutanze datireba (Lament over plough) — village of Eniseli, Qvareli District, recorded by Mindia 
Zhordania, 1963; unknown performer expedition tape #151—18 


4. Gonjaoba (Weather song) — village of Eniseli, Qvareli District, recorded by Mindia Zhordania, 1963, 
unknown performer, expedition tape #151—17 


5. Gonja (Weather song) — village of Gavazi, Qvareli District , recorded by Grigol Ckhikvadze 1955, 
unknown performer, expedition tape #32—1 


6. Grgvinva (Mowing song) — village of Lapanquri, Telavi District, recorded by Kakhi Rosebashvili 
1964. performer Jakob Nageuri, expedition tape #161—21 


7. Mtibluri (Mowing song) — Tianeti, village of Sachure, recorded by Mindia Zhordania, 1959, performer 
Chincharauli, expedition tape #77-14 


08. NINO KALANDADZE-MAKHARADZE (GEORGIA) 


The materials of the April, 2014 fieldwork are preserved in the archive of the state Folklore Centre of 
Georgia. Perf. by Polikarpe Khubulava, 2014, April (preserved at an archive of the state Folklore 
Centre of Georgia) 


1. Mertskhalo, mshveniero (Oh, swallow beautiful) — high voice 
2. Mertskhalo, mshveniero — middle 

3. Mertskhalo, mshveniero — bass 

4. Mertskhalo, mshveniero — attempt of association of voices 
5. Oriste agdga (Christ is risen from the dead) — high voice 
6. Oriste agdga — middle 

7. Oriste agdga — bass 

8. Oriste agdga — attempt of association of voices 

9. Shen khar venakhi (Y ou are a vineyard) — high voice 

10. Shen khar venakhi — middle 

11. Shen khar venakhi — bass 


12. Shen khar venakhi — attempt of association of voices 


09. ZAAL TSERETELI, LEVAN VESHAPIDZE (GEORGIA) 


1. Fragment from the chant Dghe tskhovrebisa performed by Artem Erkomaishvili, recorded by Kakhi 
Rosebashvili, archive of the Georgian Folk Music laboratory of Tbilisi State Conservatoire (1966) 


2. Fragment from the chant Sitqvisa ghvtisa performed by Artem Erkomaishvili, recorded by Kakhi 
Rosebashvili, archive of the Georgian Folk Music laboratory of Tbilisi State Conservatoire (1966) 
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3. First fragment from the chant Motsikuli performed first by Artem Erkomaishvili, then by Anzor Er- 
komaishvili, Badri Toidze and Artem Erkomaishvili. Archive of the State Television-Radio Department 
(1960) 


4. Second fragment from the chant Motsikuli performed first by Artem Erkomaishvili, then by Anzor Er- 
komaishvili, Badri Toidze and Artem Erkomaishvili. Archive of the State Television-Radio Department 
(1960) 


5. Fragment from the chonguri instrumental piece Jadoni, performed by Iusup Verulidze, recorded by 
Mindia Zhordania. archive of the Georgian Folk Music laboratory of Tbilisi State Conservatoire (1972) 


10. GIORGI KRAVEISHVILI (GEORGIA) 


The expedition in which the audio material was recorded by Giorgi and Tamaz Kraveishvili was financed 
by Rustaveli National Scientific Foundation in the 2013-2014 scholarship competition for Doctoral ed- 
ucational programs on the basis of Giorgi Kraveishvili’s grant application “Folk Music of the Georgians 
residing in Turkey”. 


Lazeti (Lazica) 


1. Work song Hey amo, soloists: Ilia Abdulishi and Asmat Tandilava. Recorded by Grigol Chkhikvadze 
in the village of Sapri, Batumi District in 1963. Preserved in the Archive of Georgian Folk Music Labo- 
ratory of V. Sarajishvili Tbilisi State Conservatoire (tape 157 #2) 


2. Heyana (fragment). Work song. Unknown performers, recorded by Grigol Chkhikvadze in the village 
of Sarpi of Khelvachauri District in 1973. Preserved in the Archive of Georgian Folk Music Laboratory 
of V. Sarajishvili Tbilisi State Conservatoire (tape 206 #90) 


3. Song with guda accompaniment. Janer Panlagi playing. Aihan Altekin- singing in high register, and 
Tasin Ojaklu singing in the low register. Recorded by Giorgi Kraveishvili and Nazi Memishishi in Ar- 
dasheni in 2014. The expedition was financed by Rustaveli National Scientific Foundation, based on 
Giorgi Kraveishvili’s grant application “Musical Folklore of the Georgians Living in Turkey” during the 
grant competition of doctoral educational programs of 2013-2014 


4. Dance song with the accompaniment of kamancha (the so-called Laz chilili). Performed by Murat 
Serin. Recorded by Giorgi Kraveishvili and Nazi Memishishi in Ardasheni in 2014. The expedition was 
financed by Rustaveli National Scientific Foundation, based on Giorgi Kraveishvili’s grant application 
“Musical Folklore of the Georgians Living Abroad”; during the grant competition of doctoral education- 
al programs of 2013-2014 


5. Pontic Greek tune for tsabouna from the disk Songs of Pontus. Recordings of 1930, CD 2, #33, with 
the annotation in Greek 


6. Pontic Greek tune for kamanche from the disk Songs of Pontus. Recordings of 1930, CD 1, #13, with 
the annotation in Greek 


7. Acharan dance Shemosarebi, performed on doli and chiboni, recorded by Vladimer Akhobadze in 
1958. Unknown place of recording and performer. Preserved in the Archive of Georgian Folk Music 
Laboratory of V. Sarajishvili Tbilisi State Conservatoire (tape 64 #8) 
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8. Rachan blessing on gudastviri. Performed by Shalva Japaridze, recorded by Grigol Chkhikvadze and 
Yvette Grimaud in Oni in 1967. Preserved in the Archive of IRCTP 


9. Kartlian berika tune on gudastviri. Performed by Giorgi Michigigauri. Recorded by Kakhi Rosebash- 
vili in the village of Misaktsieli, Mtskheta District, in 1964. Preserved in the Archive of Georgian Folk 
Music Laboratory of V. Sarajishvili Tbilisi State Conservatoire (tape 163, #04) 


Shavsheti 


10. A wedding song in Turkish language with the accompaniment of accordion (muziqa). Naji Altun 
playing the muziga and Mursel Altun singing. Recorded by Giorgi Kraveishvili in the village of Dutlu 
(Svirevani), Shavshat District. The expedition was financed by Rustaveli National Scientific Foundation, 
based on Giorgi Kraveishvili’s grant application “Musical Folklore of the Georgians Living in Turkey” 
during the grant competition of doctoral educational programs of 2013-2014 


Tao 


11. Comic song (balze). performed by Hussein Yazij and Nurettin Eniduya (voice). Recorded by Gior- 
gi Kraveishvili in the village of Yiiksekoba (Kobaki), Yusufeli District, in 2014. The expedition was 
financed by Rustaveli National Scientific Foundation, based on Giorgi Kraveishvili’s grant application 
“Musical Folklore of the Georgians Living in Turkey” during the grant competition of doctoral educa- 
tional programs of 2013-2014 


12. Comic song. Performed by Ahmeday Bakhasogli. Recorded by Giorgi Kraveishvili in the village 
of Bicgakgilar (Patara Kheveki), Yusufeli District, in 2014. The expedition was financed by Rustave- 
li National Scientific Foundation, based on Giorgi Kraveishvili’s grant application “Musical Folklore 
of the Georgians Living in Turkey” during the grant competition of doctoral educational programs of 
2013-2014 


13. Tao lyrical song. Polyphonized by Onur Sarikaya (Katsadze). Performed by Izir (soloist) and Onur 
(bass) Sarikayas (Katsadze). Recorded by Giorgi Kraveishvili in the village of Yiiksekoba (Kobak1), Yu- 
sufeli District in 2014. The expedition was financed by Rustaveli National Scientific Foundation, based 
on Giorgi Kraveishvili’s grant application “Musical Folklore of the Georgians Living in Turkey” during 
the grant competition of doctoral educational programs of 2013-2014 


Achara 


14. Nanina. Recorded by Peter Gold and Ahmed Oskan Melashvili in the village of Hyirye, Inegol Dis- 
trict, in 1968. From Peter Gold’s LP of 1972: Georgian Folk Music From Turkey #5 


Saingilo (Hereti) 


15. Datireba. Recorded by Malkhaz Nuroshvili during a funeral rite in the town Kakhi (Kaki) in 2010; 
unknown performers 
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16. Kalamani and Tsinda. Comic song. Performed by Rev. Svimon Abramishvili, born in the village of 

Aliabadi (Eliseni), Zakatala District; recorded by Giorgi Kraveishvili and Marta Tartarashvili (Tarkh- 

nishvili) in Tbilisi in 2013 

17. Titliin qoch, children’s game. Performed by Anzor Katsiashvili. Recorded by Marta Tartarashvili 
(Tarkhnishvili) and Giorgi Kraveishvili in the village of Ititala, Belakan District in 2012 


11. NINO NANEISHVILI (GEORGIA) 


Expedition materials of the department of ethnomusicology of Ilia State University 2013-2014. Dedo- 
plistsqaro (Kakheti, Georgia). Preserved at the audio archive of the University 


1. Wrestling. Performers Shota Kharazishvili (doli), Sharibeg Tepnadze (zurna), Gocha Mgeladze (dudu- 
ki). Village of Klevi, Khashuri District 


2. 1am not afraid. Ruslan Tsintsadze sings and plays the guitar 

3. How great you are, Jesus. Genadi Geladze sings and plays the synthesizer 
4. Glory my soul. Genadi Geladze sings and plays the synthesizer 

5. How can I say thank you. Ruslan Tsintsadze sings and plays the guitar 


6. Don’t get Sad. Nana Udzilauri sings and plays the panduri 


12. SANUBAR BAGHIROVA (AZERBAIJAN) 


1. Gtilyanaq Mammadova. Beste-Nigar/Chahargah, Caravan of Mugham Melodies. Traditional Music of 
Azerbaijan, series directed by Sanubar Baghirova Turin, 2012, Felmay Records, fy 8196, 1 CD 


2. Alim Qasimov. Zil Bayati Shiraz, Alim Qasimov. Azerbaijan. L’art du Mugham, Paris, 1997, OCORA 
C 560112, 1 CD 


3. Gochag Askarov. Dastgah Zabul Segah. Gochag Askarov. Mugham. Traditional Music of Azerbaijan, 
series directed by Sanubar Baghirova Turin, 2011, Felmay Records, fy 8183, 1 CD 


4. Alim Qasimov. Zarbi Uzzal. Alim Qasimov. Azerbaijan. L’art du Mugham, Paris, 1997, OCORA C 
560112, 1 CD 


5. Alim Qasimov. Shirvan Shikestesi. Alim Oasimov. Love's deep ocean, Frankfurt/Main, 2000, Network 
34.411, 1CD 


13. ABDULLAH AKAT (TURKEY) 


1. Example of commonly used order in kemenche and hearing intervals, with the master kemenche player 
Picoglu Osman. Siksara Horon. 1929. Recorded by Istanbul Conservatory 


2. Example of Tulum order, with Hasan Sézeri, 1950’s. KARMA Audio Archive 
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3. Example of new playing technique with Erkan Ketenci. Electro Kemenche, 2014. KARMA Audio 
Archive 


14. SVIMON (JIKT) JANGULASHVILI (GEORGIA) 


1. Codice Calixtino — Codex Calixtinus — Cunctipotens genitor Deus. Attributed to Pope Callixtus I, 
one of the first known examples of Medieval three-part polyphony (https://en.wikipedia.org/wiki/Co- 
dex_Calixtinus); the example is taken from the website https://www.youtube.com/watch?v=qnoe2 


Amxo 


2. Organum — Congaudeant Catholici. Attributed to Albertus Parisiensis, one of the first known examp- 
les of Medieval three-part polyphony https://en.wikipedia.org/wiki/Codex_Calixtinus; the example is 
taken from the website https://www.youtube.com/watch?v=dSnkx8m0F6Q 


3. Verbum Patris Umanatur. 12th century two-part melismatic organum. The example is taken from 
https://www.youtube.com/watch?v=ShNPEnkgCcA 


4. Vakhtang Mepe (King Vakhtang (Kartli)). CD: Georgian Folk Song. Ensemble “Rustavi” (CD-VI, 
#7). 2009 


5. Visia, visia (Kartli). CD: 380 Georgian Folk Songs. Ensemble “Rustavi”. 2015 


6. Kartluri maqruli (Kartlian groomsmen’s song). CD: 380 Georgian Folk Songs. Ensemble “Rustavi’”’. 
2015 


7. Kartluri magruli (Kartlian groomsmen’s song). CD: 380 Georgian Folk Songs. Ensemble “Rustavi’”’. 
2015 


8. Perotinis. Triple Organum Pascha nostrum immolatus. 12th-13th cc. https://www.youtube.com/watc 
h?v=ba5LX1760D8&feature=youtu.be&t=5m37s 


9. Daghatsatu nebsit tvisit (Though thou didst descent). Tone VII, Easter Kontakion, Shemokmedi 
School. CD I. Patriarchy Choir of Tbilisi Holy Trinity Cathedral [2012] 


10. Shen gigalobt (We Praise Thee). Chant of Liturgy Eucharist canon. Gelati School, “ornamented”. 
Gelati school. CD I. Patriarchy Choir of Tbilisi HolyTrinity (Sameba) Cathedral, Georgia [2012] 


15. MALKHAZ ERK VANIDZE (GEORGIA) 

1. Scale of Salamuri and modal modulation on the Salamuri 
2. Basic mode with two tetrachords — interlocked mode 

3. Separated mode 

4. Acomplished system 


5. The Georgian Major tint of Dorian mode in double-tetrachord separated mode (Chant Tsmindano Mot- 
sameno/Ye holy martyrs. Performed by Artem Erkomaishvili. Preserved at the Archive of the Georgian 
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Musical Folk Laboratory of Tbilisi State Conservatoire 


6. Chant Ganatldi, ganatldi (Shine, Shine O New Jerusalem). Performed by Artem Erkomaishvili. Pre- 
served at the Archive of the Georgian Musical Folk Laboratory of Tbilisi State Consertvatoire 


7. Rachan folk song magruli, from the field expedition of Chkhikvadze-Grimaud, 1967. Transcribed 
by M. Erkvanidze. Preserved at the archive of the Tbilisi State Conservatoire International Research 
Center for Traditional Polyphony 


8. Five-step phrases on different steps within one mode-tonality 


16. TEREZIJA CUKROV (CROATIA) 


1. Tarankanje: sung by Mate Krstini¢ and Josip Mari¢ic, recorded in Stara Baska, Island of Krk, 
Croatia, 1995 


2. Sopele: played by Ivan Radic¢ and Ivan Pavaéic¢ Jecalicev, recorded in Gostinjac, Dobrinj, Island of 
Krk, Croatia, 1995 


3. Istrian Suite. Piano compositions by Ivan Mateti¢ Ronjgov: 
3.1. Oxen are leaving the village 
3.2. To the Battle / Return to Istria 
3.3. In the camp / Lyric Melody 
3.4. Unit on the Move | Morning Song and March 
4. Nani-Nani, Uspavanka (Lullaby) 
5. Ticji pir (Bird’s feast) 


3, 4, 5 played by Terezija Cukrov were recorded at the Rutgers University, New Brunswick, USA, 
March, 2011 


17. ANNA PIOTROWSKA (POLAND) 


1. The original version of the song Wiosna, ach to ty (Spring, oh it’s you) by Grechuta. From his album 
also entitled Wiosna, ach to ty (Spring, oh it’s you) recorded by Polskie Nagrania ,,Muza”’, 1987 


2. Arrangement of Grechuta’s song Wiosna, ach to ty (Spring, oh it’s you) by the choir Fermata. From 
the Album Grechuta niejednym gtosem (Grechuta in many voices), 2012 
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01. BMMQOES SLSSMIBNAN (LIMSININ) 


1. mgmabdbobyMgdo g306agemabGyM g3engbosdo. d9g0 89Mmgohob (b9dga0) bLoamg3egyMo g306- 
BIMObLSJMo gge@egbos 


2. dogo~@ modoGoab ymd3mba3o0 Slava Hospodinova svieti nad nami (m3m0b c~o~e 7d c5836sa0b). 
Loamgoggmob 9306agemoab&qMo ggegboob avybeo oMs@ohdo (b9%dq-0). dodom@m modoGob 30- 
gmoMJogo 


02. BMES LMANdI (SBLOGNS/LISMNIBILM) 


1. gdMoqemoa bodmgms Fozo bogagmo. 3mb3g9MHo 06% 7dydob g bob Mm 3eMGo (Folklor der Sei- 
denstrape). 17.02.2008. gomomgd4yeo bmbs ~mdadabs Es aIgMES MA|bmMoN®bgMab dogM, abs- 
bdo s3gbGMoab Iq3bagMgdoms sgo~egdoob ymbmaMsdoMJagdo 


2: Jomagmo badegms Laymajzm. 3mb6(39MHa Mgo08M meogmbdo. 10.06.2007. Zoeomyojoma bmbo 
mmdadabs @o agMe@s mgbmooSbgMab daogM, abobgds sgbGMoob dq36agMgdomo sgo~@gdoob 
AmbmaMmsdsMJagdo 


3. 60 Emabomogab ogdamy. bmbs ~mmdodab 38oMe@0 sMJog0 
4. doMbamoa bobGq_IMM ,8omBmbob* MGgb4mMobdo. 04.03.2007 
5. gomagqmoa bodmgms goboo, zabas 


6. JoMmoayemo (39339. http://www.youtube.com/watch?v=ujavaM2CHpk&sns=em 


7. Jahagmo bodegms dbmemme dqb. http://www.youtube.com/watch?v=ujavaM2CHpk&sns=em 


03. N-3LN9 VI, FI-RISE JM (KNGIOIN, &9N3SEN) 


1. L&gdmob Lodeagme. Ry-abob IgMByMabs Ed bygemmgb6gd0b xa474930 (@o0g306o, Robyn). 
AMo@agayema IMsgoembdIosbmdob VIl LogMmodmMHabe LadsmbayIab HMow@oyayera IMsgoemb- 
dosbmdob asm 3mb(39% Ho (22 bad&gdogmo, 2014). Cd(3qmos HI3Zb(3-ob oMJogdo 


04. MOIOH 8d3865dI (LddSHNIBILM) 


1. 99Mboabos — aqw@odsyoMo, bg. Ambo, ,80%0dboL* bo~m3zog30, 22 doobo, 2012 6. Lmmoab&9d0 
— MJOM dgdoxyMo (096 y940) © aNMa Bage@mogMo. Lab3o 


2. 39Mb6aL0 — bog. Ambob ,6dob@s gzommaob* Loemm3ogo. 29 5330L8m, 2012 6. beomoab&gd0 — 
HJowM Cs 03969 Ambge@mgd0. Labi3o 
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05. BNS SSCSSBNAN (LddSMHN1IBILM) 


1. dmLere b5GM6M — 3MI399680 LobmasemgdMago Doybygdcmab Gam ]g0E0(39d0ws6 og ybo. 
(303096 9bMg Go 04M0 6563393980. 938. Labo L&qMyo. 5 096390 2013 6. 


06. BSTINS QIGSEMLNdI (LSISMHN1IBILM) 


1. bse@qGo — B3M92996Go OmygqdgoSyMo Bmmdo~@sb mabbdosbo LodegGo. MAggobmMa masmH 
gosgMgmo, 1950-0560 bengdo. gomdo wo 3yemns LoJoMaggmmb ghim3gbym oMJo3do 


07. BENEM MSBASdI (LddSHNIBILM) 


1. 3M92d968 9d0 Jomms Ed Dodsz0(3M Jogh JgbMampdyemoa dofMgd0@ob. GHAZL3-ob bogdb- 
3900(30M Doboemgdo@ob, 2013 6., g74b3ge@0(300b bgmddE3.: Jgmgg306 doosdZ0m0 


08. NIMES LMAbLddd (LodISMHNI3ILM) 


1. Jrmagagams (mMboMorgeoobo RgMbyen0) — bong. Roem, ondgao, omodseMob Loemm3ogo, 2013 
Bao (3oMs@0 bogdb3gca(30m dobomo) 

2. d08m69d0b bsbobs — gnomdgbozob mg0GMo0 Iangdo. boemobSgd0: Iogw@s 3g3@m0dZ0~@0, Mo- 
Boonb JgMZ0dad9 (mdom~moabab gmbbyaM3Z0GmMaob wnw@o bo3mb(39%H~m woMdsbo 2007; 3. dom- 
Robodgo~mab bob. mgoGMo 2007; s9mydIob drms Mabmsggmoab bLobgemdbogym bagqMboG Gob 
3mbbyG398mMGoo 2007; 8. madsbodgo~ob bob. gobm-dbobamdms mgoMo 2006). gamman ao- 
Moyobadg: JoMayema gnomdgbo3ob mgoGMa ws dobo bLobyobydo0 (Zga@gmMdsgo~@a0g60). mdoagmoabo: 
39.8080, 2008 bye0 

3. dnogqeyo 39M bobs — sbbsddmo sboemabengda, MHsM 3odo6sdob bog{b3ge@a(30m dobs~moagsb 
(mdomoboab bLobgmdbog 3m gmbbyM3oGmMoab wow bo3mbi39M8Bm ~oMdsbo, 2012 B9cemo) 


09. SAQILS H3S8N (O1IMdIOIN) 


Lmgqmadab R9Mame go3M%(39mgdyern Bymds Eo LIZ76AMA ObG® MZ0erMgQd0, Ca~Qmb So gd%o 
dgdoMab AgbMyemgdom, agen RojoMds Bogobo. fobgMomos AgbGogo agomfon BIMo8aob Jogm 
Jocagmo/b&sddqmo, 2015, sdeyme sgoGob 30eg9mM3mmg4(300. 

2. mgemydob Lbgo@obbg30 Bymdgdobs Eo wEo33Mob GaJ6o30b bodqydo, daxyemgb6m dg4oMo, oyod Eo 
bgoemmey, 2015, RonbgMe sdexyme o3o0Gds Yodemn3gddnba/Mob], yoMoegbobab 30eEgmoMJo- 
30 


10. H9658M AMMILN (NGSLNS) 


1. Badydo 3068-6 &76MM]bLLGomdo ob} Moqmo xaygob Tenores di Bitti IgbMyjmgdom. g0eEsmg0%7- 
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mos s3mMab dagh 1984 Bgemb bobomadoa (ImMagemob Z0e@gMoMJog0) 


2. badyydo 706879 0 GqVbgmMeoyb b&a~do Cuncordu di Castelsardo IgLHy~Mgd0M. Z_o~CoM|d mos 38- 
Mob dagm 1989 6. 369d0b 330M gqmob LodeagMs momonbyM 969%) Jesu in monument novo tumulato 
(AmMagemob 30e@gMo% 4030) 


3. Stabat Mater dolorosa mMo agsbbbge39dqm0 yaxb3rmMogh IgbMyAmM|d0M. _o~oMgdyemns 03 8mMab 
dog 1989 6. 380%39@09 Cuncordu di Castelsardo. (mH gob 30@gMs%Jo30) 


4. Stabat Mater dolorosa 08939 ®gJbGb) %a9R0b Cuncordu di Bosa InbHja~gd0m (ImHgeob 30e@g~- 
3%Jo30) 


5. Miserere-b 60dqdo (50-9 gboemdybo) mo gobbbgo3g9dyem0 GybgmMeogh IgbMymgdom. _o~s~Mgd+y- 
mas s3GmMab dagh 1989 6. 80M39e09 Cuncordu di Castelsardo (mM agemob Z0e@gmoMJo30) 


6. Miserere 08539 &gdbH09 RayqgRob Cuncordu di Bosa InbHa~gd0M (ImHg~mob 3ne@gQmsGJog0) 


7. 369d0b 330M qm LobBymybyMexmdo. Caw@a byMdsdomn. sEgZamMMdMng ggm@mgbosdo boddm gobs- 
bobagmgdb Loow@ydemm bammdob MoGyomb (69643980 ImMgmoab gagmdow@sb Su cuncordu — 36960b 


330M 9900 Lob6GyoybyGxedo, 1 988) 


8. 369d0b 330MQ4EM0 LoboGBymybyMemdo. En@o byMdsdomn. bLsdMQ3em BodoMdo LodIm omdsMmagb 
RgZ0MbL, 09 EMMb su cuncordu sbMam|db Misere-b Imd@]736—M LOMmeb (69643980 Immgmoab gamd- 
oe@o6 Su cuncordu — 36940b 330% ]4e0 bobGyenybyGx¢emdo, 1988) 


9. 369d0b 330M gqQm0 LobGyemabyMymdo. Camgmo 89Mob3930. goMesdmbbL6s boIM|3~mm Bodomdo 
boddmb dgbMqmgdom. 08 eEMmb Su cuncordu sbhMyjmgdb Misere-b Imdeg36M LOMmeb (bs6y3980 
ImMMAgmob gRamdow@sb Su cuncordu — 36g9d0b 330M gqem0 bsbGyeoobyMHxmrdo, 1988) 


10. 369d0b 330MQqem0 LoboSymabyMymrda. Bamgemo 8oMsb3g930. goMdobab MMoGmMoydab bognMonb- 
93962do AJgo~mmdemgdo Ed sbomasbMes JgILMAm|dmgd0 03M0d96006, Miserere-bs ~o Gosos sMo- 
QMMdsEmMyMo BoMIMEagbab aobsdomMmoe (6s6y3980 dmmgmob gamda@s6 Su concord — 36940b 


3309900 bLobGyoybyGxedo, 1 988) 


11. Bsby39G0 ImMMgemob Ba~@mdow@s6 Su concordu, 36980b 330M%gqe0 bo6Gyomayby~mxmdo, 1988 


12. gobGgmboMem. Jomaymo sbboddmo y7hboemobGo (Jomoayeno 60930) boMenbage, 3mMbo3ge@ we 
moaaymage dImdmgmmgdmo0b ghmmoe (ImMaemob 30~@gMsHJog80, 1989) 


11. BIMIBNS FIGAMBN (6MH358N0) 


1. dgmM3MZ960b Mes LabsMamb aL{MoyeE dagmMombymdsdo, wsdyds3g9dyem0 0306 830A o930- 
mohggob dog®. 939396 ag06 8930Koh aggommahg30 Cd Bmojeong cCmbs 8m. RobgMogmns emdMo- 
Bodo, gabdyemo 3h, bmMBZg0800, 2013 
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LIST OF VIDEO EXAMPLES 


01.GORDANA BLAGOJEVIC (SERBIA) 


1. Example of service in the Evangelical Church. Slovak Evangelical Church in Backi Petrovac (Serbia), 
February 2010. Video archive of the Slovak Evangelical Church in Backi Petrovac (Serbia) 


2. Composition Slava Hospodinova svieti nad nami (Glory of the Lord shines upon us) by Mihal Labat. 
Choir of the Slovak Evangelical Church in Aradac (Serbia). Video archive of Mihal Labat 


02. NONA LOMIDZE (AUSTRIA/GEORGIA) 


e 


. Hava Nagila. Concert the Folklore of Silk Road (Folkler der SeidenstraBe), 17.02.2008. Filmed by 
Nona Lomidze and Gerda Lechleitner, preserved at the Phonogram Archive of Austrian Academy of 
Sciences 


2. Suliko. Concert at Odeon Theatre. 10.06.2007. Filmed by Nona Lomidze and Gerda Lechleitner, pre- 
served at the Phonogram Archive of Austrian Academy of Sciences 


3. 60™ Anniversary. Nona Lomidze’s personal archive 


4. Wedding party at the restaurant of Hotel “Hilton”. 04.03.2007 


Nn 


. Wedding party in Israel. Georgian wedding song Visia 


a 


Wedding party in Israel. Georgian dance: http://www.youtube.com/watch?v=ujavaM2CHpk&sns=em 


= 


Wedding party in Israel. Mkholod shen. Only You: http://www.youtube.com/watch?v=ujavaM2CH- 
pk&sns=em 


03. YU-HSIU LU, SHU-CHUAN KAO (CHINA, TAIWAN) 


1. Guest’s song. Chu-Yin Culture and Arts Troupe (Taiwan, China). The VII International Symposium 
on Traditional Polyphony, Gala Concert of Traditional Polyphony (September, 22, 2014). Preserved 
at the IRCTP archive 


04. OTAR KAPANADZE (GEORGIA) 


1. Perkhisa — Gudamagari, village Chokhi, “Pirimze” shrine. 22 May, 2012, soloists — Tedo Bekauri 
(beginner) and [uri Tsiklauri, ASFCG 


2. Perkhisa — village of Chokhi, “Tsminda giorgi” shrine, 20 August, 2012, soloists Rezo and Ivane 
Chokhelis, ASFCG 
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05. GIA BAGHASHVILI (GEORGIA) 


1. Boslo batono (O Lord of Cattle-set) — Fragment from the Public TV program Aguna. Ethnographic 
Assays by Soso Sturua, 5 Jenuary, 2013 


06. NATIA DEKANOSIDZE (GEORGIA) 


1. Naduri — fragment from the documental film Four-part Singing by Otar Chiaureli, 1950s. Preserved 
at the National State Archive 


07. NINO RAZMADZE (GEORGIA) 


1. Fragments from the dzikr performed by women and men; materials of the 2013 expedition of the 
IRCTP headed by Ketevan Baiashvili 


08. TEONA LOMSADZE (GEORGIA) 


1. Korbeghela (Two-storey round dance) village of Chigo, Tusheti, Lashari shrine, 2013 (Private expe- 
dition material) 


2. Batonebis Nanina — Ethno music theater Mtiebi. Soloists: Magda Kevlishvili, Tinatin Shervashidze 
(Grand Hall of Tbilisi conservatoire 2007; K. Marjanishvili Theatre 2007; Conservatoire of Batumi Sho- 
ta Rustaveli State University, 2007; M. Tumanishvili Film Actors Theatre 2006). Garakanidze, Giorgi. 
(2008). Georgian Ethno music Theatre and Its Origins (Video Examples). Tbilisi: Petiti 


3. Mtiuluri Perkhisa — Ensemble Akhalukhlebi, Otar Kapanadze’s expedition materials (Grand Hall of 
Tbilisi State Conservatoire, 2012) 


09. ABDULLAH AKAT (TURKEY) 


1. Example of commonly used order in tulum and hearing intervals, with the master player Remzi Bekar. 
Gelin Cikarma Havasi (Donattiler Gelini). Recorded by Mustafa Gékay Ferah in Kadikéy/Istanbul. 
2015. Abdullah Akat Video Collection 


2. Example of different Tulum order and playing techniques, with Biilent Bekar. Agis and Seydioglu. 
2015. Recorded by Abdullah Akat in Camlihemsin/Rize. KARMA Video Archive 


10. RENATO MORELLI (ITALY) 


1. Example of Cantu a tenore (a tenore singing) style, with the historic group Tenores di Bitti. Filmed by 
author in Sassari in 1984 (video archive Morelli) 


2. Example of Cantu a cuncordu (a cuncordu singing) style, with the cuncordu di Castelsardo. Filmed 
by author in 1989. Song for Holy Week in Latin: Jesu in monumento novo tumulato (video archive 
Morelli) 
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3. Example of a Stabat Mater dolorosa as performed by two different cuncordu. Filmed by author in 
1989. The first is the cuncordu di Castelsardo (video archive Morelli) 


4. The same text Stabat Mater dolorosa as performed by a cuncordu di Bosa (video archive Morelli) 


Nn 


. Example of a Miserere (psalm 50), as performed by two different cuncordu, which I filmed in 1989. 
The first is the cuncordu di Castelsardo which I filmed in 1989 (video archive Morelli) 


6. The same text Miserere (psalm 50) as performed by a cuncordu di Bosa (video archive Morelli) 


7. Holy Week in Santulussurgiu. Holy Thursday. In the parochial church the confraternity re-enact the 
Last Supper (sequence from my film Su cuncordu-Holy Week in Santulussurgiu, 1988) 


8. Holy Week in Santulussurgiu. Holy Thursday. Erection of the cross in the parochial church, performed 
by members of the confraternity, while su cuncordu sing other verses from the Misere (sequence from 
my film Su cuncordu-Holy Week in Santulussurgiu, 1988) 


9. Holy Week in Santulussurgiu. Good Friday. Deposition of the body of Christ (iscravamentu) in the 
parochial church, performed by members of the confraternity, while sw cuncordu sing other verses 
from the Misere (sequence from my film Su cuncordu-Holy Week in Santulussurgiu, 1988) 


10. Holy Week in Santulussurgiu. Good Friday. In the Carmine Oratory mani several groups of experien- 
ced singers and young hopefuls gather in the sacristy for an informal performance of the Miserere and 
the Gosos (sequence from my film Su cuncordu-Holy Week in Santulussurgiu, 1988) 


11. Holy Week in Santulussurgiu. Good Friday. In the Carmine Oratory, after midnight, the religious 
songs are abandoned and the explicitly secular phase of the festivities begins with choral performances 
(sequence from my film Su cuncordu-Holy Week in Santulussurgiu, 1988) 


12. Castelsardo. The Georgian choir Jurnalist (later Georgian Voices) together with important singers 
from Sardinia, Corsica and Liguria (video archive Morelli, 1989) 


11. TEREZIJA CUKROV (CROATIA) 


1. Ode to Joy (Beethoven) in Istrian scale, arranged by Ivan Pavacti¢ Jecalicev, played by Ivan Pavacié 
Jecalic¢ev and Klaudije Dunato, recorded in Dobrinj, Island of Krk, Croatia, 2013 
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ambyd ymMeosbqoo, 6909M369d9Md(3mM@b {mdb ~m- Joseph Jordania, Doctor of Arts, Honorary Fellow 

fio, “Gapndiamoal qbacatl is Secbadals at the Melbourne Conservatorium of Music at the 
on y is oy b a an i oa pos University of Melbourne (Australia/ Georgia) 
IMOBAMBEOOM G09 P9QGOIQM-—M er 


IgM (o3bGMse@no/boJomaggem) 


josephjordania@yahoo.com.au 


BMMErbs dmoamggoha, gommbmgoob eEmshm-  Gordana Blagojevié, PhD, Senior Research Asso- 
Ho, bLamdgaob Ag(360gMgdom5 sgo~@gd00b go- ciate at the Institute of Ethnography of the Serbian 


Ematogank abbgogagal jqytmbo dqc,baqts-ons- Academy of Sciences and Arts (Serbia) 
boddMmIge@o (bgMdga0) 


gblagojevic@hotmail.com 


Bmbs ~mmdndyg, Agbozob IogobL@Mo, ogb&Moob Nona Lomidze, Master of Music, freelancer at the 
Phonogramm-archiv of the Austrian Academy of 


Iq(360AMAdSMS S30~@g9dN0b gBqbob RMbBmMaMsdoM- 
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bojJoMaggem) 


nona.lomidze.music@gmail.com 


3MabGIM aMagbL-drengmn, Bgbogme~maoobs @>s Christer Irgens-Moller, Master of Musicology and 
CsbayMo MG MsGyMob BogobGMGo, yyHboo- Danish Literature, journalist and performer (Den- 


ALG Eo IgILMye@mgdge~m0 (wobos) i) 


christerim@gmail.com 


ag-bag my, Zom~rmbogoanb emgGmmMo, ®sogobob Yu-Hsiu Lu, PhD, Professor at Taiwan Soochow 
LoBergh qbogghbo@gGobs wo 3g3060b (3964%o- _—_- University and Beijing Central Conservatory of Mu- 
MAMA GmMbLAMZ0mMoab 8GmeygQbmMo (Rabgo0) sic (China) 


madobus@gmail.com 


d47-Rgsb gom, gmbogqMa qMongMamdgdobs wo Shu-Chuan Kao, Master in Ethnic Relations and 
ZIMGYSQdob Gog0b8%0, Iqhogob I6mengbgM0 Cultures, music producer (China, Taiwan) 
(Bobyon0, (8903060) 


madobus@gmail.com 


dsMnbs 33nYnbsdg, gmbmInbLo3gmemaoab doaob- 
Ma, mdag~mabob (396®Mom7Ma bodgboger (60- 
gfogMore) sMbrgeab 39e@samao (boJomaggenm) 


a2 


Marina Kvizhinadze, Master of Ethnomusicology, 
pedagogue at Tbilisi Central School of Music (Geor- 


gia) 


marinafolk@gmail.com 


Ja@memonb samgmoa, gRommbrga0b ems 8m- 
Mo, dsbAghSgMob wbagqmbo® Gob gmbmdeybo- 
gmmmaoab namabo Jobbsgemgdgem0 (congon dM0- 


96900) 


Caroline Bithell, PhD, Senior Lecturer in Ethno- 
musicology at the University of Manchester (Great 
Britain) 


caroline. bithell@manchester.ac.uk 


034d5% godabmbns, Agbogmemanab wom&omo, 
am@mosb bobgemdbaym qbaggMbo® Bob ob(30%9- 
oujcmo 8AMYAI_LMMo (LoJoMaggem) 


Tamaz Gabisonia, Doctor of Musicology, Associat- 
ed Professor at Ilia State University (Georgia) 


tamazgabisonia@yahoo.com 


Bnbm (3a(3ndgaen, Bo~mmbgQoab Cm] 8mMo, Ige- 
sqMbob Ambsdob qbagqMmba®y Bab Iq(3609%-mo- 
BoddDGmdgema (ogbGMomns/baJsMangg9em) 


Nino Tsitsishvili, PhD, Adjunct Research Fellow 
at the School of Music/Conservatorium at Monash 
University, Melbourne (Australia/Georgia) 


nino.tsitsishvili@unimelb.edu.au 


Lxyb96 ((ngegMn, gmbmdqbogmmman, mobsdd- 
Amdmmdb dgMemnbab gmbmaMosdsMogobs wo 
dSgMemabob gnbmemmangmo Inbgndob gnomdy- 
bogmemaoab gobymaamgdobors6 (3.90609) 


Susanne Ziegler, ethnomusicologist, cooperates with 
Berlin Phonogramm-Archiv, Ethnomusicology De- 
partment of the Ethnological Museum, National Mu- 
seums in Berlin (Germany) 


susanne.drziegler@web.de 


Babm Boysdadg, gmbmdqbogmemmanab doaob&Mo, 
BMbOLIMZHMMaab JoMaqma bombyMma dybo- 
goemgmo dgIm{dg~@gdob modmMosGmMoob b39- 
(3oscmmab&o (boJoMaggenm) 


Nino Nakashidze, Master of Ethnomusicology, spe- 
cialist at the Laboratory of Georgian Folk Music of 
Tbilisi State Conservatoire (Georgia) 


nnninuli@yahoo.com 


Lads smda, EM JGmMo, 89Mobob boIq(3609— 


3309306 gMmBZ6qemo (396GMabL Lod9Gom womyJ- 
mmHo (b0Q3s6a, 900) 


Simha Arom, Dr., Emeritus Director of Research at 
the French National Center for Scientific Research 
(C.N.R.S.) (France) 


simha.arom@gmail.com 
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Bre g9eEMg3m, gobmdgbazmmmanab wom 8m- Polo Vallejo, Doctor of Musical Sciences, composer 
Ha, GmISMBa®MMo Ed 38g9e@0aMao (gb386go0) and pedagogue (Spain) 


polovallejo@gmail.com 


Mash 3o3sb3dq, I-gbogmmmgoab EmJSmMo, mdo- Otar Kapanadze, Doctor of Musicology, Associat- 
mabab bobgmd60g3m gmbbyM30GmMoab obe(30%9- ed Professor at Tbilisi State Conservatoire (Georgia) 


dyjoma 8HMaAgLMMa (bLogoMaggcom) 


otariani@yahoo.com 


399 dabamgs, mbsgob qbagqgmbosg Gob cmggm- Kae Hisaoka, Doctoral student in Literature and 
MHsHGHo maGh Ms GyMobo wo AgbLa3memaosdo (os- Musicology at Osaka University (Japan) 


3mbos) 


kachisaoka67@gmail.com 


BMgQbM BgGemo, Bormbmyonb cmgGmMo, ogro- Bruno Nettl, PhD, Emeritus Professor of Music and 
Bmabab baggMbo®gGob Agbogobs es sboGm- Anthropology at the University of Illinois (USA) 


8me~maoab jdgM0Gzyb 8AMaRgbMMo (sdd) 


b-nettl@illinois.edu 


Bd d9madgngna, byemmgbgdsmd(3mebgmdob comg- Gia Baghashvili, Doctor of Arts, ethnomusicologist 
Amma, gnbmdqnbagmemmao (boJomaggenm) (Georgia) 


bagashviligia@yahoo.com 


Babm gomsbesdy-dsbstedg, qbogemmaocb em Nino Kalandadze-Makharadze, Doctor of Musi- 
JQmmHo, omosb bobgmdbog3m qbaggMboGj8ob cology, Associated Professor at the Faculty of Arts 


Aq(sGngMgdabo coo bgeamgbgdob oo 347089 Gob sber- and Sciences of Ilia State University (Georgia) 
(30H QdQemo GMexQbMMo (LoJomManggem) 


nino.makharadze@iliauni.edu.ge 


Boone coggo6mbadg, bgeamg6gdsad(3meobgmdab comg- Natia Dekanosidze, Doctor of Arts, pedagogue at 
Geo, Mdocmabab Lobgemdbagm ymbbyGgoGmenabs the Music-Theory Department of Tbilisi State Con- 
ds amosb Labgmdbaqm- qbagqQMboGgGob Aqgbogob serv aloine (regia) 


agmmanb gomgeMab 89ce@samao (LoJoMorggeom) 


n_dekanosidze@yahoo.com 


Eng Mfia~ybso®g-gohinbagbg, by~mgbgdomd(3—m- —s- Daiiva Ratiiinaité-Vy¢iniené, Doctor of Arts, As- 
CE_mdob EmAGmMHo, moGgob gbogoemyHo oge- sociated Professor and Head of Ethnomusicology 
Department at Lithuanian Academy of Music 
@9doab gnbmdgbagmammanab gomgemab aodag 
Ed EM(GJHHO (oGgo) 

daiva Imta.lt 


bssem BgMgngmn, domgdoGogmbo, ,,obRobbogob 
GodHob awybeob“ 693m, AgbogomyAMa ogab- 
Go3ob A33emg30M0 (bogJomaggem) 
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Zaal Tsereteli, mathematician, member of “An- 
chiskhati Church Choir”, researcher of musical 
acoustics (Georgia) 


zaza(Measysolutions.ge 


79396 39ds8ndq, gnomdanbLogmemmanab dognb@&mo, 
JoMagqma bombyHa bodmgmabs wo asmmdnb 
qdsmmgbo Lobbogengoemab 89~@ogmg0, ,cbfabbo- 
Gob GodGob aybeob* 6930 (LoJoMaggem) 


Levan Veshapidze, Master of Erthnomusicology, 
pedagogue at the High School for Georgian Folk 
Song and Chant, member of “Anchiskhati Church 
Choir” (Georgia) 


veshapo@mail.ru 


Lobyd9M doan%mgs, gobmdqbogmemmaoab com- 
AoMHo, JNI6ILGOML g74b39%GHo, FHMoea3oyemo 
Agbogob bogMmsdmmHabe bod¢mb (ICTM) 693%0 
LS GMMMENbsHmMo (oogMdooysbo) 


Sanubar Baghirova, Doctor of Ethnomusicology, 
UNESCO expert, member and coordinator of the 
ICTM (Azerbaijan) 


sanubar.baghirova@gmail.com 


SBEOYMS 939G0, JHbmANbLaA3mmmanab com m- 
Mo, yomMoegbodob GyJbo34Mo0 qbo39MbLoG J 8obs 
Cd HModsbmbab bobgemdbaym 3mbbaMZ0GmMoab 
AgbLogmemanab gomgeMob a09a9 (myGJgQo0) 


Abdullah Akat, Doctor of Ethnomusicology, Head 
of Musicology Department of Karadeniz Technical 
University and Trabzon State Conservatoire (Tur- 


key) 


a.akat@hotmail.com 


GgMQ bad 3493MMg0, Lodbogm bgemg3b6gd0b wemd- 
QmMa, B8osbabGo, MosbdIMmMdI~mdb bsaMmgd0b 
nbaggMbo®g8ab Agbozob sgow@gdosboob (6m™- 


30809) 


Terezija Cukrov, Doctor of Piano Art, pianist, col- 
laborative artist of the Music Academy of the Uni- 
veersity of Zagreb (Croatia) 


terezijacukrov@gmail.com 


Babm Msbdsdq, Mdomobab bobgmdbogm 3mbbyam- 
3Z08MMa0b OmIGHMMosbGa gnbmdybogmmmano- 
do, SMow@agayma IAMogombdnsbmdob 33m g30b 
bogMosdmMabm (3968Mab L3g30o@ob Go (bojJom- 


oggcom) 


Nino Razmadze, Doctoral student in ethnomusicol- 
ogy at Tbilisi State Conservatoire, specialist at the 
International Research Centre for Traditional Po- 
lyphony of Tbilisi State Consevratoire (Georgia) 


nino.razmadze@conservatoire.edu.ge 


Babm bsbgnd3gamma, o~oob bobgmdbog3m 6039h- 
La®gGob emJ®mMobGo, Jas~mdgm amambomo 
abe oo~mbal bamddeg3ob6gem0 (LoJoMaggem) 


Nino Naneishvili, Doctoral student at Ilia State 
University, director of female chanters choir Jaloni 
(Georgia) 


ninonaneishvili@gmail.com 
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agbob da, Bobgmab (396 GMomyMa jgmbbyM30Gm- 
a0b (CCOM) ZIMALOsIMs{gMyJdyomo, 9MMBbjemo 
b&o3g96eEns6Go (Robgm0, 03060) 


Yixin Bi, a graduate student at the Department of Mu- 
sicology, Central Conservatory of Music (CCOM), 
national scholarship owner (China, Taiwan) 


snovember@vip.qq.com 


BOMMan 3M9390d0ga~Mn, Mdo~mobab bLobgmdbogm 
BMbOLIMZ08HMMaab CEMABMMsbGa gmbmdybogm- 
mmanasdo (boJoGaggem) 


Giorgi Kraveishvili, Doctoral student in Ethnomu- 
sicology at Tbilisi State Conservatoire (Georgia) 


kravigio@gmail.com 


agmbs ~mmdbsd9, mdomabab Lbobgemdbagm ymbbym- 
3Z0HMMa0b OmIGMMosb6Go gnbmdybogmmmano- 
do, SMow@agayma IAMogombdInsbmdob yg g30b 
bogMosdmMoabm (3968Mob L3g300@ob Go (bojJom- 


mgm) 


Teona Lomsadze, Doctoral student in Ethnomusi- 
cology at Tbilisi State Conservatoire, specialist at 
the International Research Center for Traditional 
Polyphony of Tbilisi State Conservatoire (Georgia) 


teona.lomsadze@conservatoire.edu.ge 


Logm 3m8MGngzsdg, omosb bobgemdbay3m 6039h- 
Lo®g Gob om{8mMosbGBo, JoHaymoa bombo 
LodmgMabs wo bo3Mo39d0b bob9md603m A bg%- 
dob msbsdIIMmAge@o (boJoMaggem) 


Sopo Kotrikadze, Doctoral student at Ilia State Uni- 
versity, employee of the State Museum of Georgian 
Folk Song and Musical Instruments (Georgia) 


sopiko.kotrikadze. 1 @iliauni.edu.ge 


Mg6sGm ImMgemn, gnomdgbogmmman wo Iybo- 
BOYMH-gmb’mMaMsgaymo gamdgdab Mgy3abmMmo 
(aGocmoo) 


Renato Morelli, Ethnomusicologist, producer of 
musical-ethnographic films (Italy) 


info@renatomorelli.it 


L30dmB (g0Ja) gsbaymsdgagma, Iqhogmemagoob 
EM|HmMo, Mdo~maboab ym3mseEbdnb@s bodgdob 
Logomg@Mm G®odMab bodoGMasmJm abeoob M9- 


396G0 (LoJomaggerm) 


Svimon (Jiki) Jangulashvili, Doctor of Musicology, 
Director of the Holy Trinity Cathedral Church Choir 
of the Georgian Patriarchy (Georgia) 


svimoni@yandex.ru 


dsa~c@s Lybasdgag~n, b9~mm3bgd9MI(3meEbgmdob 
eM] 8rMHo, Mdo~moabab bobgmdbag_m ymbboMg0- 
AoMaab boggemgbam Agbagab dodsmoryngdob 


MsdMMsGmMoaab byemddmge6bgmmo (boJoMaggerm) 


Magda Sukhiashvili, Doctor of Arts, Head of the 
Sacred Music Laboratory of Tbilisi State Conserva- 
toire (Georgia) 


magda.sukhiashvili@yahoo.com 


dsembsb gMJgo6adq, Logommmaoab eEm|mMo, Jo- 
Magma boggmgbom asmmdabs wo boembyMa bod- 
agMob qdommgbo bobbogmgdmob bobgemmb6mb 


baemddegs6gmo (bLogoMaggcm) 
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Malkhaz Erkvanidze, Doctor of Sociology, head of 
the chanting studio at the High School of Georgian 
Chant and Song (Georgia) 


maxokulasheli@gmail.com 


Babm gnM3bsemgo, Lobymagmm Agbo3ob 333c~9- 
300, Mdo~mabab bLobgmdbag mM ymbbyM3Z08mMoob 
bsembyMa Axybogo~mMa JxIMAIZeEgd0b modmMo- 
HGMoaob msbIdGmIgeEo (Lojomanggem) 


Nino Pirtskhalava, researcher of sacred music, em- 
ployee of the Georgian Folk Music Laboratory of 
Tbilisi State Conservatoire (Georgia) 


mjugeli@yahoo.com 


6s 8amMGMAmBZb39, BQommbagaab wom HmMo, oo- 
gogmmbaab bagqMbo®gGob dyybogob mgmMoabs 
©d SHLMMAMBMMmanab gomgeMab sbor(3aMgdqemo 
8AMA_LMMO (Smeambg-0) 


Anna Piotrowska, PhD, Associated Professor at the 
Department of History and Theory of Music at Jagiel- 
lonian University (Poland) 


agpiotrowska@interia.pl 


3md0 34969659939, gobmdybogmemmanab om{&m- 
Ha, L&goyAmMMeab qoagqMbaG Bob IMmaxg_bmmMo 
(0dd/Mybgma/yobsbgoo) 


Alma Kunanbaeva, Doctor of Ethnomusicology, 
Professor at Stanford University (USA/Russia/Ka- 
zakhstan) 


silkroadhouse@yahoo.com 


absena BgdQmgby0, EM IGM, BmmygemMabso 
Cd JobmdAgbLogmeman (3dd/Mybym0) 


Izaly Zemtsovsky, Doctor, folklorist and ethnomusi- 
cologist (USA/Russia) 


izalma49@gmail.com 


Byam 0gd80, gmbmMINLagMemMg|0, cbMMMIme~man 


Od AybogomyAM-gnbmaMogay~ma gQamdgdab M9- 
gyobmmo (b0Q306a900) 


hugo.zem: 


93989M@ 8ab&Mngo, gobmagbogmmman, dxybo- 
ZOIM-gonbmamMogayma gamdab msbs038mMo 
(agdo6os) 


Hugo Zemp, ethnomusicologist, anthropologist and 
producer of musical-ethnographic films (France) 


wanadoo.fr 


Eckehard Pistric, ethnomusicologist, co-author of 
musical-ethnographic film (Germany) 


eckehard.pistrick@musikwiss.uni-halle.de 


SOMME MonbSsMEGHo, M3 VIVoHommobHo, 3o0mdg- 
dab Mobss3GmMMa ws ms3gmMsGmMo (a.9ds600) 


Bjorn Reinhardt, documentalist, co-author and cam- 
eraman of the films (Germany) 
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